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ABSTRACT OF DMA PROJECT 
SONGS IN THE HEART: THE CORNET SOLOS WRITTEN FOR DEREK SMITH 
Derek Smith stands as one of the most talented cornet soloists of his generation. From 
the 1940s to the early 1970s, Smith wowed audiences all over the world with the ease of his 
technique and the simple vibrato of his beautiful expressive sound. While much has been 
documented regarding Smith’s later years as the conductor of The Salvation Army’s New York 
Staff Band, there is a gap in written biographical knowledge concerning his career as a cornet 
soloist. During his influential career, there were several solos written specifically for him. The 
purpose of this research is two-fold. First, it is intended to bring this collection of solo literature 
and their origins to light. Second, it is important to highlight the life and achievements of an 
often overlooked figure whose quiet influence is felt throughout the trumpet word, most 
prominently through the success of his son, Philip Smith.  
While Derek Smith championed many cornet solos throughout his career, there are a 
handful of influential solos commissioned by or for him. These solos are the focus of this 
research and include: 
Songs in the Heart by Erik Leidzén 
Song for Cornet by Richard Lane 
Caprice by Joseph Turrin 
The Reason by Earnest Rance, arr. Stephen Bulla 
To a Wild Rose by Edward MacDowell, arr. Stephen Bulla 
Countryside (later published as Folksong) by Bruce Broughton 
Just Where I Am by Miriam Mary Richards, arr. Thomas Scheibner 
Several of these solos have gone largely unknown outside of Salvation Army brass band 
circles. It is through these circles, by way of general familiarity, oral traditions and legends, that 
these solos are commonly known, however very little has been written about their history. Of 
these, Songs in the Heart remains as one of the most demanding solos in the cornet repertoire. 
There were three solos written for Smith that were not part of Salvation Army brass bands;  
Turrin’s Caprice, and Lane’s Song for Cornet, and Broughton’s Countryside.  Again, however, 
while these have made some limited entrance into the mainstream trumpet solo literature, not 
much has been written about their origins. 
Research into these works was conducted firstly through interviews and 
correspondence with Derek Smith, Joseph Turrin, Bruce Broughton and Ronald Holz, who as a 
prominent historian of Salvation Army brass bands provided valuable points of departure.  
Through these interviews, archival recordings and images, and published material much has 
been revealed which highlight the importance Derek Smith’s influence has had on the trumpet 
world. 
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CHAPTER ONE 
Introduction 
Derek Smith stands as one of the most talented cornet soloists of his generation. From 
the early 1940s as a teenager and continuing even today, Smith has wowed audiences all over 
the world with the ease of his technique and the simple vibrato of his beautiful expressive 
sound. Because the majority of Smith’s playing career existed inside the musical subculture of 
Salvation Army brass bands, much of the musical world may be unfamiliar with his cornet 
playing. However, there is little doubt that his musical legacy and stylistic influence is known far 
and wide through the trumpet playing of his son, Philip Smith, who spent 36 years as a member 
of the New York Philharmonic; 10 years as co-principal trumpet and 26 years as principal 
trumpet.1  
During Smith’s influential career as a cornet soloist, there were several solos composed 
specifically for him, others he premiered and championed, and at least one for which a new 
variation was written and added to an existing solo. These include: 
Composed for Smith: 
Songs in the Heart (Erik Leidzén) 
Song for Cornet (Richard Lane) 
Caprice (Joseph Turrin) 
To a Wild Rose (MacDowell, arr. Stephen Bulla) 
The Reason (Rance, arr. Stephen Bulla) 
Just Where I Am (Miriam Mary Richards, arr. Thomas Scheibner) 
Premiered and/or Championed by Smith: 
Heavenly Gales (B.T. Langworthy) 
Rhapsody on Negro Spirituals (Ray Steadman-Allen) 
Someone Cares (John Larson, arr. Ray Steadman-Allen) 
Speak My Lord (arr. Erik Leidzén) 
Beautiful Christ (arr. Erik Leidzén) 
Newly Composed Variation 
Glorious Fountain (Bernard Smith – 4th variation added by Richard Holz) 
1 “Musicians of the Orchestra,” New York Philharmonic, accessed June 4, 2019, https://nyphil.org/about-
us/artists/philip-smith. 
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While these are each significant solos in the cornet repertoire, many have gone largely 
unknown outside of Salvation Army brass band circles. It is through these circles, by way of oral 
traditions and legends, that these solos are commonly known. This is especially true of Leidzén’s 
Songs in the Heart, which remains as one of the most demanding solos in the cornet repertoire.  
Of these solos, perhaps only three, Turrin’s Caprice, Lane’s Song for Cornet, and Bulla’s 
arrangement of To a Wild Rose, have made it into the mainstream of trumpet/cornet solo 
literature, due in large part to Philip Smith’s popular recording of them on his album Principal 
Trumpet: New York Philharmonic.2 
Because much of Derek Smith’s career as a soloist existed within the structure of 
Salvation Army brass bands, it is important to have a basic background knowledge of how brass 
bands, a subculture of community music making in and of themselves, fit into the yet deeper 
subculture of The Salvation Army. Almost from its founding as a Christian evangelical and social 
service movement in London England in 1865, The Salvation Army has used brass bands. This is 
due in large part to their place in popular culture at the time as well as simple, practical mobility. 
In the more than 150 years since then, brass bands have remained a mainstay of Salvation Army 
religious worship and have moved from the streets to the concert hall, self-publishing thousands 
of works for various brass instrumentation for both worship and concert settings. 
The organization of The Salvation Army follows a pseudo-military structure where the 
International Headquarters, based in London, England provides administrative and spiritual 
support to various Territorial Headquarters based in each of the over 130 countries in which The 
Salvation Army operates worldwide. These territories are then divided into smaller Divisions. In 
2 Philip Smith, Principal Trumpet: New York Philharmonic, New York Legends series, Cala CACD0516, 1998, 
compact disc. 
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the United States, for example, most individual states make up its own division, such as the 
Texas Division. Each Division is then divided into individual Corps, or local churches. These are 
how The Salvation Army is most visibly recognized in local towns or cities. The reason this is 
important as background information is because this is also mostly how Salvation Army brass 
bands are organized as well. The most common type of Salvation Army brass bands are local 
corps bands which, functioning much as a church organist would in many other churches, 
provides accompaniment for congregational singing and special music selections for worship 
services. From the ranks of these local corps bands, Divisional Headquarters will often form a 
band for special engagements comprised of the best players. And from these, there are a few 
elite Salvation Army brass bands formed at the territorial level made up of the best players from 
an entire region. These are most often referred to as staff bands, because often members are 
employed by The Salvation Army in some capacity as well. The purpose for these territorial staff 
bands was laid out clearly upon the establishment of the New York Staff Band 1887 by then 
commander of The Salvation Army in the United States, Marshal Ballington Booth. 
His decision to form a “staff band” at his headquarters at 111 Reade Street in 
New York City was based on several pressing needs: 1) to attract more public 
notice of his troops’ evangelistic efforts and to provide a morale boost for his 
recently reorganized Army; 2) to provide a model of good music-making for 
developing bands across the nation and, as a consequence, to provide local 
New York City area corps with competent music leaders; and 3) to have an 
effective, mobile “back-up” force for major public appearances and fund-
raising campaigns.3 
It was this organizational structure which allowed Derek Smith to develop as a cornet 
soloist in England, Canada and the United States. Remarkably, Derek was able to achieve this as, 
by definition, an amateur musician for most of his career. 
3 Ronald Holz, The Proclaimers: A History of the New York Staff Band 1887-2007 (West Nyack, New York: 
The Salvation Army, 2007), 1. 
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CHAPTER TWO 
BIOGRAPHY OF DEREK SMITH 
Born in London, England on May 7, 1928, Derek Smith entered the world at an 
interesting time in English history. A period sandwiched between the First and Second World 
Wars, Smith’s family, like so many others of his generation, would be shaped by the experiences 
of these far-reaching struggles. Derek’s father, Sydney Smith, served during the First World War 
as an apprentice in the shipyards on the Isle of Wight on the south coast of England. Following 
the war, Sydney moved back to London, where he and his family would reside until the 
beginning of the Second World War.  
The Smiths were active members of The Salvation Army and attended the Hendon Corps 
in London where Sydney played euphonium in the church brass band and was the bandmaster 
of the Young Peoples (YP) Band. It was here where young Derek would receive his early musical 
training with his father as his first and primary teacher. These Salvation Army YP Bands served as 
a breeding ground for many fine brass musicians, and often, as is the case for Derek, would 
serve as the only musical training they received. In fact, another young cornet player, a year 
older than Derek, who played in this same Hendon YP Band, was Roland Cobb. Roland would go 
on to be a prominent cornet soloist with the The Salvation Army’s premier brass band, the 
International Staff Band, and is the grandfather of Phillip Cobb, who is currently the principal 
trumpet of the London Symphony Orchestra. 
These early years playing in Salvation Army bands would prove to be formative to 
Derek’s unique lyrical approach to cornet playing. While receiving no formal lessons and, as he 
has said, not knowing anything about technique or etude books, he learned phrasing by playing 
5 
hymn tunes for church and technique by learning the latest variation solos published by The 
Salvation Army at the time.4  In many ways, Smith’s early musical development is a perfect 
example of the generational approach to community music education that has been a hallmark 
of Salvation Army brass bands from the earliest times and continues today. 
Smith’s solo career began as a 15-year-old, when he was invited to be the principal 
cornet and soloist of the famous Rosehill Band of the Salvation Army. At the start of the Second 
World War in the early 1940s, Derek’s father, rather than being called into active military 
service, was assigned back to the shipyards on the Isle of Wight where he had worked during the 
First World War. So, the whole family packed up and moved to the seaport town of Cowes on 
the Isle of Wight. It was during this period that Smith remembers an important day for his 
playing career early in 1943. 
One day, when we were on the Isle of Wight… I would have been 15. One day, 
my dad said, when we were on the Island, he said we were going up to London. 
And he said, “bring your cornet…take your cornet”. I didn’t know what he was 
talking about, so I did what I was told. That’s what you did in those days. We 
went to Judd Street (The Salvation Army’s International Headquarters), and we 
went up to the Music Department. And in charge of the Music Department was 
Eric Ball. (Colonel) Albert Jakeway was in there as well. So, Colonel Jakeway 
says, “Get your cornet out and let’s hear you play.”  So, Eric Ball got on the 
piano and I played “Happy Day”. As I say, Eric Ball was on the piano and 
Jakeway was there. And at the end…Eric Ball was the bandmaster of the ISB 
(International Staff Band) at that time… he said “well, you’re not 16 are you 
yet?”  So, I said, “not quite”. I would have been 16 in May. So, he said “you 
can’t come into the Staff Band”. And Jakeway said, “well that’s fine, I’ll have 
him into the Rosehill band.”  Because Rosehill Band wasn’t a staff band at that 
time. It was for the Salvation Army Assurance Society. So that was that.5 
As Smith recounts, the policy for The Salvation Army’s premier brass band in London, the 
International Staff Band (ISB), had an age policy at the time stating that members must be at 
4 Christopher A. Heldt, “Derek Smith: Cornetist, Father, And Teacher,” ITG Journal Vol. 43, No. 3 (March 
2019): 6. 
5 Derek Smith, in discussion with the author, January 20, 2019. 
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least 16 years of age. However, the now famous Rosehill Band of the Salvation Army Assurance 
Society had no such restriction, and Colonel Albert Jakeway was happy to welcome the young 
Smith as the new cornet soloist for the band.  
The Rosehill Band holds an interesting place in Salvation Army brass band history and 
would prove to be the launching pad for Smith and many other fine young brass musicians. 
While most Salvation Army brass bands fit within the three-tiered structure described in the first 
chapter of this work, there have been many bands formed alongside various special projects and 
sectors within its diverse work. In this case, the Rosehill Band was formed during the Second 
World War when the Salvation Army’s Assurance Society, a London based office which sold life 
insurance, moved from the dangers of the Nazi air raids in London to a country house near 
Reading, England called Rosehill. While the Assurance Society was only based at Rosehill until 
1947 when the offices moved back to London, the band members were determined to keep 
playing, and continued until May 1951 when it was abruptly disbanded by The Salvation Army’s 
International Headquarters. During its short existence, the band would cement itself as one of 
the greatest Salvation Army bands ever assembled. Affectionately known by past members as 
“THE Band”, they would go on, under the leadership of Colonel Albert Jakeway, to play 32 live 
broadcasts on BBC radio and record eight gramophone records which were all recorded in the 
famous Abby Road Studios of the BBC.6 
Smith would be featured as a soloist on many of these broadcasts and studio recordings, 
most often, as is documented in the Radio Times: Journal of the BBC, playing A Happy Day, 
which is the solo he played for what would be his unplanned audition for the Rosehill Band. As it 
would turn out, Happy Day would serve as a second accidental audition when the bandmaster 
6 Music Editorial, “Our occasional series of biographical posts about the Heads of the Salvation Army’s 
Music Editorial Department continues with the fourth Head, Col. Albert Jakeway” Facebook. September 
11, 2017. Https://m.facebook.com/sorry.php?story_fbid=1432431223490503&id=1082865851780377 
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of the Royal Horse Guards Band, one of the premier British military bands, heard a BBC radio 
broadcast of Smith playing with the Rosehill Band. He was so impressed with his playing that he 
tracked Smith down through a member of the Horse Guards Band, who happened to know 
Derek as a fellow Salvationist, and invited him to a formal audition. After accepting the 
invitation, Derek was appointed as a soloist with the Horse Guards where he would serve from 
June of 1946 until June of 1952.7 This would serve as his military service obligation, which all 
British men had to fulfill at that time.  
Serving simultaneously in these two bands proved to be a wonderful period in Smith’s 
early career, providing an opportunity to develop musical maturity and to grow as a young man. 
Smith speaks very fondly of these years as a bandsman and the friendships he formed. It was 
during this period that he would meet his future wife of nearly 60 years, Gwen. The occasion of 
their marriage on May 19, 1951 would mark both a beginning and an end for Derek, as the 
wedding ceremony would be one of the final engagements the Rosehill Band would ever 
perform. Following the wedding, the band would continue to Cheltenham to perform a Saturday 
evening concert (in which Derek performed on the evening of his wedding!) and a Sunday 
morning Salvation Army worship service and open-air march before heading back to London. On 
Monday morning, May 21, 1951, Derek and Gwen would embark on their honeymoon and the 
remainder of the band, most of whom worked for The Salvation Army in London, returned to 
work only to find official letters on their desks informing them the Rosehill Band had been 
disbanded.8  While much has been speculated, no official reason was ever provided by the 
administration. However, the most plausible explanation was a desire to consolidate the ISB and 
Rosehill bands who were then both centered in London and competed for players. Smith, who 
7 Ronald Holz, The Proclaimers: A History of the New York Staff Band 1887-2007 (West Nyack, New York: 
The Salvation Army, 2007), 145. 
8 Derek Smith, in discussion with the author, January 20, 2019. 
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was busy with his role in the Royal Horse Guards Band at the time chose not to join the ISB 
following the end of the Rosehill Band.  
After completing his time in the military in the summer of 1952, Derek spent the next 
few years focusing on his new family. His first child, Philip, was born on April 1, 1952. The next 
major move for the Smith family came in 1956 when they immigrated to Toronto, Canada where 
Derek served as the bandmaster of The Salvation Army’s Earlscourt Citadel Band. After a 
relatively short stint in Canada, Smith received an invitation from Bandmaster Richard Holz of 
the New York Staff Band (NYSB) to become the band’s cornet soloist, and in May of 1959 he 
moved his family to New York City where he would spend the remainder of his career. 
Smith would spend an impactful 13 years as the NYSB’s renowned cornet soloist from 
1959 – 1972, during which many of the solos composed for him were inspired, including Erik 
Leidzén’s famous Songs in the Heart. Performing this solo would become one of the most 
important moments in his solo career, which came early in his time in New York when he 
returned to England with the NYSB in 1960 and performed the newly written work to great 
acclaim in the Royal Albert Hall. His tenure as the NYSB’s soloist would take him as a guest 
soloist and conductor to countries including Australia, Canada, Europe, Great Britain, New 
Zealand, and the United States.9 
In September of 1972, Smith would be asked to transfer his musicianship from the solo 
cornet seat to the podium when he was appointed as the new bandmaster of the NYSB. This was 
a particularly difficult time for the band as the previous conductor, Vernon Post, had been 
removed. Post and his wife Katie, who were officers in The Salvation Army, had been asked to 
leave the work because her theological beliefs had changed and now differed significantly from 
that of The Salvation Army’s doctrine. This came as a great blow to the NYSB, and Smith 
9 Holz, The Proclaimers, 145. 
9 
reluctantly agreed to take the band. He would prove to be the right choice as his time as 
bandmaster from 1972-1986 would be some of the finest in its history. According to Smith, he 
felt unqualified for such a position, believing his place was in the cornet section, but felt 
compelled to take the position. In an interview with Ronald Holz, Smith would recount his 
approach to conducting as an effort to reproduce myself, my concept of playing, to 35 other 
men.10  His tenure as bandmaster of the NYSB would include several returns to England and the 
particularly ambitious World Tour of 1982. This now legendary tour lasted from June 23-July 25 
and included performances in Norway, Sweden, Denmark, Thailand, Australia, New Zealand, 
Hawaii, and Los Angeles.  
Smith made the decision to retire in the early part 1986 as his health began to suffer. His 
official retirement from the band came in June of that year. As a perfect embodiment of his 
career and legacy, his retirement on the weekend of June 13-15, featured Derek conducting an 
awe-inspiring performance of Norman Bearcroft’s demanding cornet solo Song of Exultation 
featuring his son Philip Smith as the soloist.11  Since his official retirement, he has remained 
active as a guest conductor and soloist. 
On one special occasion Derek was invited back to his home of London, England to take 
part in a special event for the Hendon Corps Band in 1992 called Hendon Highlights. A special 
commemorative piece for cornet quartet and band was commissioned from Ray Steadman-Allen 
to be performed by two Hendon YP Band alumni Derek Smith and Roland Cobb, and their two 
sons Philip Smith and Stephen Cobb. The quartet, appropriately entitled The Inheritors, is a 
clever reworking of two Leidzén cornet solos, Songs in the Heart written for Derek and 
Wondrous Day written for Roland. The quartet was featured on a live performance in the Queen 
10 Holz, The Proclaimers, 145. 
11 Holz, The Proclaimers, 165. 
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Elizabeth Hall in London for the 1992 Hendon Highlights concert, and then recorded for an 
album also entitled The Inheritors.12 
Smith, although in his 90s at the writing of this monograph, can still be heard playing his 
cornet when he has the opportunity. On a Sunday morning, if you were to happen on the small 
church service held at the retirement community outside of Philadelphia, Pennsylvania where 
he now resides, you may hear him playing hymns. And one would still hear that signature 
lyricism and interpretive phrasing that has inspired so many generations of cornet players. It is 
through these subsequent generations, not least in the career of his son, where one can see and 
hear the legacy of this great cornet player and musician. 
12 The Hendon Band of The Salvation Army, The Inheritors, Chromium BHSS 0289, 1992, compact disc. 
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CHAPTER THREE 
Cornet Solos Composed for Derek Smith 
Over the long solo career of Derek Smith, he has performed many cornet solos of every 
variety. However, four solos were  composed specifically for him either by his commission or the 
composer’s dedication which he performed: Songs in the Heart (Erik Leidzén), To a Wild Rose 
(Edward MacDowell, arranged by Stephen Bulla), The Reason (Earnest Rance, arranged by 
Stephen Bulla), and Just Where I Am (Miriam Mary Richards, arranged by Thomas Scheibner). 
There are others written or dedicated to Smith, but never actually performed by him, which will 
be discussed in a later chapter of this monograph. 
Of the four solos written for and performed by Smith, Songs in the Heart is certainly the 
major work, and has become a rite of passage for aspiring young cornet soloist all over the 
world. The importance of the other three written for him, although, cannot be diminished. 
There is no doubt that Smith commands the full range and technique of the instrument, 
however what Smith seems most revered for is the sensitivity of his lyrical playing of simple 
melodies. As brass band historian Dr. Ronald Holz put it: “What young cornet player of that era 
did not try to match Derek’s beautiful sound and delicate vibrato, and try to mimic Smith’s 
inimitable rubato in lyrical playing?”13   
There were several lyrical solos during Smith’s prime as a soloist which he premiered 
but were not written for him specifically. The most notable of these are: Someone Cares 
(arranged by Ray Steadman-Allen), which was brought over from England by Smith’s father in 
manuscript, and Beautiful Christ and  Speak, My Lord, which were arranged by Leidzén and 
13 Ronald Holz, The Proclaimers: A History of the New York Staff Band 1887-2007 (West Nyack, New York: 
The Salvation Army, 2007), 272. 
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published by The Salvation Army in New York in a collection called “American Soloist Album No. 
1.”14   It is interesting, however, that the three lyrical solos written specifically for Smith were 
done so after his time as the soloist of the New York Staff Band (NYSB). The Reason and To a 
Wild Rose, both arranged by Stephen Bulla were done so at Smith’s request between 1976 – 
1980 when Smith was conducting the NYSB, and Just Where I Am, arranged by Thomas 
Scheibner, was written for him in 1997, many years after his retirement. 
Bulla, who at the time, was serving as the NYSB’s principal trombone, was a young 
composer working as the music editor for The Salvation Army in New York. He had recently 
graduated from Berklee College in Boston and had just won the job as the principal arranger for 
the “President’s Own” United States Marine Band and Chamber Orchestra in Washington DC 
beginning in 1980, a post he would hold until retiring in 2010.15   As Bulla recalls: 
Occasionally he’d (Smith) ask for a cornet solo with piano accompaniment. 
Often choosing melodies that I might not have considered, he always knew a 
good tune. “The Reason” was soon published in its original form (American 
Soloist Album No. 3) … His suggestion of Edward MacDowell’s “To A Wild Rose” 
(from “Woodland Sketches”) again brought a new tune to a young writer’s 
attention.16 
For Bulla’s arrangement of To a Wild Rose, he stuck very closely to MacDowell’s original 
song, Op. 51: no 1, from his famous Woodland Sketches published in 1896. He simply placed the 
cornet soloist on the melody line with piano accompaniment, added a two measure 
introduction, and dropped the original key from A major to G major to better fit the natural 
tessitura of the cornet. Other than the second and third movements of the Hummel Trumpet 
Concerto, which he asked former NYSB bandmaster Vernon Post to transcribe for brass band 
14 Derek Smith, in discussion with the author, January 20, 2019. 
15 “Stephen Bulla – Biography,” Bulla Music, accessed July 19, 2019, 
http://www.bullamusic.com/bio/bio.html. 
16 Stephen Bulla, Email to the author, June 28, 2019. 
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accompaniment, this was the only of Smith’s commissions with no overt Christian theme.  It is, 
however, an undeniably beautiful melody.  
The Reason is an original melody by Earnest Rance (1896 – 1988), a British Salvation 
Army officer and song writer, who also wrote the song on which Leidzén based Songs in the 
Heart. While Rance is responsible for many original texts for his songs, several of which are 
found in The Salvation Army hymnal, The Reason is a setting of an earlier text, Would You Know 
Why I Love Jesus, by Elisha A. Hoffman (1939 – 1929), an American Presbyterian minister and 
prolific hymn writer.  Rance’s melody set the text to a gentle lilting 6/8 meter which Smith asked 
Bulla to arrange for solo cornet with piano accompaniment. Unlike his arrangement of To a Wild 
Rose, which is more of a transcription, Bulla completely reharmonized Rance’s melody. While 
maintaining a simple structure to presenting the tune in three verses with a beautiful flowing 
obligato in the solo line over the second verse, Bulla’s arrangement places it more in the 
category of a jazz ballad which could be found in a Cole Porter or Irving Berlin songbook rather 
than a traditional hymnal. Originally published with piano accompaniment, Bulla later 
transcribed it for brass band accompaniment which was published in The Salvation Army’s 
American Brass Band Journal as No. 108 in 1980. 
Smith’s musicianship and ear for a “good tune” would inspire many of the musicians 
around him, but while a beautiful melody was important, he would take great strides to embody 
the message behind the tune. Knowing the words to a melody was paramount to performing it 
effectively, and this is where Smith excelled. As he put it, his goal was always to “play the 
words”, and as a conductor and teacher, he made it his mission to be sure each performer knew 
the words and the message behind them. It was this inspiration which led Thomas Scheibner to 
arrange Just Where I Am in honor of Derek for the NYSB’s 110th Anniversary Festival in 1997. 
Scheibner, a long-time member of the NYSB’s trombone and percussion section, serves as the 
14 
Assistant Territorial Music Secretary for The Salvation Army’s Eastern Territory, a position he has 
held for 34 years.17  He knew that Miriam Mary Richards’ song Just Where I Am was a favorite of 
Smith’s and decided to write a special arrangement for cornet and brass band. While Smith had 
been retired for nearly 10 years, he agreed to perform this solo at the festival, and did so to 
great effect. While the solo remained unpublished for nearly 20 years, it was included in The 
Salvation Army’s American Band Journal in 2017. Scheibner attributes the persistent popularity 
of a simple YouTube clip of Smith’s initial performance at that Anniversary Festival to its 
eventual publication. This is a humble testament to Smith’s thoughtful performance.18 
Smith’s ability to move an audience with the simple presentation of a melody is 
certainly a hallmark of his legacy, however, his place among the greatest cornetist of his day was 
cemented in 1960 when he premiered what would quickly be recognized as a masterpiece. 
Upon his arrival in New York City in 1959, one of the first major engagements for the NYSB, with 
Smith as the new cornet soloist, was a tour of his home country of England. He expressed to the 
then bandmaster, Major Richard Holz, that he did not wish to return to England with the same 
old solos he had played before he left.19  This led to the composition of what still stands as one 
of the most beautifully written and challenging solos in the cornet repertoire, Songs in the Heart 
by Erik Leidzén. 
Leidzén, who was born in Sweden in 1893 and immigrated to the United States in 1915, 
was a prolific and successful composer and arranger. Widely known for his arrangements for 
wind and brass band, most notably as a chief arranger for the E.F. Goldman Band in New York, 
Leidzén wrote several instrumental solos. In fact, the cornet solo, A Happy Day, on which Smith 
17 “USA Eastern Territory Music Department Biography,” USA East Music, accessed July 19, 2019, 
http://music.saconnects.org/artist/thqusaeast-music/. 
18 Thomas Scheibner, Email to the author, June 21, 2019 
19 Derek Smith, in discussion with the author, January 20, 2019. 
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had made his name, is a Leidzén solo. Composed in 1925, A Happy Day, while an excellent and 
enjoyable showpiece for the cornet, is by all measures a standard variation solo complete with 
an opening flourishing cadenza, theme, four variations, including one in the minor key, 
separated by nearly identical interludes in the accompaniment. Leidzén would even at times 
admit that his early variation solos for The Salvation Army were dangerously close to “‘hack’ 
arranging or formula exercises” and that he often saw them “as but more mannered versions of 
the old bandstand-in-the-park variety.”20  Written nearly 35 years later in 1959 and only 3 years 
from his death, Songs in the Heart, would break this mold and display the depth of a mature 
composer toward the end of his life. 
Plans for the new solo began very shortly after Smith’s arrival in New York when he, 
Leidzén, and Holz sat down to discuss tunes on which to base it. The rule for all Salvation Army 
brass band music, apart from approved classical transcriptions, is that it must be based on a 
hymn or chorus with an approved text. This was, of course, a way of ensuring that all music had 
a Christian message and one which was in line with Salvation Army theology and doctrine. 
Leidzén brought a few potential tunes to the table, and the one chosen was Ernest Rance’s 
Songs in the Heart, which became the name of the solo.21   The song was originally published in 
the November 1955 issue of Songs for Women’s Voices by The Salvation Army, and the texts 
associated with it, also written by Rance, are: 
Melodies heard are sweet, but songs in the heart are the sweetest, 
Filling the life with gladness, Dispelling gloom and sadness. 
They are songs without words, Like the songs of the birds; 
Songs of the life within, Life that is free from sin. 
There are sad hearts of music bereft; Lonely lives with no harmony left. 
But the heart possessed by a song is blest, Though the song may never be heard. 
20 Ronald Holz, Erik Leidzén: Band Arranger and Composer (Lewiston/Queenston/Lampeter: Edwin Mellen 
Press, Ltd, 1990), 258. 
21 Holz, Erik Leidzén, 264. 
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Melodies heard are sweet, but songs in the heart are the sweetest, 
Filling the life with gladness, Dispelling gloom and sadness. 
They are songs without words, Like the songs of the birds; 
Songs of the life within, Life that is free from sin. 
They are songs without words, like the songs of the birds, 
Happy songs, Silent songs, Sweetest songs in the heart.22 
The solo was written in a relatively short amount of time considering Smith arrived in 
New York in May of 1959 and the first performance was given in New York City on February 5, 
1960, in a concert honoring Leidzén and including several of his newly composed works for the 
NYSB’s upcoming tour of Great Britain.23  During the time between first reading and first 
performance, Smith and Leidzén met several times to discuss minor tweaks to which the 
composer readily agreed. 
While clearly a variation solo by definition, Leidzén has elevated the genre away from 
the typical variety he had accused himself of writing previously. This solo stands as one of his 
two most artistic solos, the other being his Concertino for Band and Trombone written only a 
few years earlier in 195324. There are many similarities between these two works, in fact the 
argument has been made that Songs in the Heart could be considered more of a concertino. 
While it cannot be fully classified in this form, it is certainly concertino-like. Unlike many 
standard variation solos of the late 19th and early 20th centuries, with an opening flourish, tune, 
and variations separated by identical interludes, Songs in the Heart is more through composed 
with sections melting into one another in a seamless way.  
Right from the opening, when a clear strong entrance from the soloist is expected, he 
instead hides the soloists first entrance in measure 8 into the texture of the band (Figure 1). This 
22 Ernest Rance, “Songs in the Heart,” Songs for Women’s Voices (November 1955): 70. 
23 Holz, Erik Leidzén, 74. 
24 “Complete Program Notes for Two of a Mind,” Douglas Yeo, accessed August 9, 2019, 
http://www.yeodoug.com/publications/two_of_a_mind/two_of_a_mind_notes.html 
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is reminiscent of the tongue-in-cheek soloist entrance Joseph Haydn’s Concerto for Trumpet, 
which also seems to be almost part of the accompaniment texture. What is more unique is that 
the soloist is muted, while the rest of the band is not. In addition to the color choice with the 
mute, the soloist is an echo of the main melody which is found in the solo cornet line. With this 
interesting scoring choice in the difficult key of A-flat minor, he seems to be painting the 
opening text of the chorus, “Melodies heard are sweet, but songs in the heart are the sweetest”. 
While removing the mute at measure 19, the soloist remains part of a duet in the texture, 
except this time as the lead voice with the E-flat soprano cornet. For this entire whimsical 
opening section, Leidzén chooses not to showcase the soloist but instead to introduce various 
motifs taken from Rance’s melody. 
Figure 1: Songs in the Heart measures 8-11.25 
25 Erik Leidzén, Songs in the Heart, The Salvation Army Brass Band Journal Full Score (Festival Series) no. 
266, London: SP&S, July, 1962 
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The first real indication of a traditional variation solo comes with the first full 
presentation of the tune given by the soloist starting at measure 28. Following a quick modal 
shift from A-flat minor to A-flat major, the melody seamlessly blossoms out of the accompanying 
texture using the 3 eighth note anacrusis into measure 28 (Figure 2). Rance’s song is somewhat 
quirky in that it begins with the chorus which forms the bulk of the song. The two short verses 
seem almost to serve as an interlude. Leidzén chooses to capitalize on this and uses the music 
from the verse as his connecting material between variations which we see from measures 44 – 
51.  
Figure 2: Songs in the Heart measures 25-29.26 
26 Leidzén, Songs in the Heart, 2. 
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 It is here, at measure 52, where he makes another mold breaking decision to place a 
cadenza between the theme and the first variation. Like his opening material, he chooses to 
stick with motivic development by painting a picture of the associated text rather than stick with 
formal convention. At this point in the song, the text just presented with the connecting 
material, concludes with the line, “But the heart possessed by a song is blest, though the song 
may never be heard”. Almost in defiance of this line, however, Leidzén finally allows the soloist 
to sing out with a series of ornamented diminished arpeggios beginning on a forceful G4, which is 
low in the tessitura of the instrument, that seems to burst from the texture. This is the first real 
display of soloistic virtuosity. Until this moment in the work, the soloist is fairly subdued with 
soft dynamics, lyrical style, often hiding in the texture of the accompaniment. True to the 
compositional choices already presented however, the cadenza ends by melting back into the 
texture of the accompaniment (Figure 3). 
Figure 3: Songs in the Heart measures 52-57.27 
27 Leidzén, Songs in the Heart, 4-5. 
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 It is here that Smith makes a departure from the dynamics that Leidzén indicated, 
however it is a decision which better lines up with how the soloist and accompaniment have 
interacted to this point. In his original manuscript, which incidentally is how it was finally 
published, he has the soloist’s final arpeggio coming out of the cadenza in measure 54 beginning 
at the dynamic of p and crescendoing up to a f where the accompaniment enters back in. Smith, 
however, felt that it made more sense for this to be the opposite with the soloist coming out of 
the outburst of the cadenza and melting back into the return of the accompaniment at measure 
55. He consulted Leidzén about this, and he agreed. And this is how Smith performed it. In
addition to this strategic dynamic change, Smith also chose to further embellish the diminished 
arpeggios at the beginning of measure 54, simply changing the rhythmic texture to sixteenth 
notes rather than eighth notes, removing the marked slur, and adding a few more cycles of the 
arpeggio (Figure 4).  
Figure 4: Songs in the Heart measures 52-57 as performed by Derek Smith.28 
28 Leidzén, Songs in the Heart, 4-5 
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It is curious that the final published version stayed with the original marking. It is not 
clear whether this was a conscious choice on the part of Leidzén or simply an editorial oversight 
when original parts were sent to London for final publication and printing. 
Following this cadenza section, Leidzén returns to form with an interlude combining the 
music of the introduction of the cadenza and the introduction of the principal theme bringing in 
the first variation at measure 64 which then transitions into Bb minor for the adagio section 
typical of variation solos at measure 94. This slow variation is more cadenza-like, with a very 
ornamented presentation of the melodic material, and includes a return of the mute for the 
soloist at measure 108. The adagio variation is followed once again with the connecting 
interlude returning to A-flat major and allegro for the third variation at measure 134. Much like 
the presentation of the principal theme, this variation concludes with an embellished version of 
the introduction to the first cadenza which leads to a second cadenza. Once again, the soloist 
bursts out of the C major chord, only this time in the upper extremes of the tessitura on a C6. 
This is a powerful moment in the work and serves as a fitting answer to the first cadenza (Figure 
5). 
Figure 5: Songs in the Heart measures 158-162.29 
29 Leidzén, Songs in the Heart, 14. 
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  The cadenza gives way to the build up of closing material beginning at measure 166. 
From this point to the conclusion, the solo follows more conventional variation form with a 
series of flourishing scale patterns before landing on a final tonic of A-flat5 (Figure 6) 
Figure 6: Songs in the Heart measures 199-202.30 
Smith, when performing this work chose to move the final tonic up to the third of the chord on 
C6 connected by a passing tone of Bb5 for the final measure (Figure 7). 
Figure 7: Songs in the Heart measures 199-202 as performed by Derek Smith.31 
When Smith gave the international premier of this solo in London’s famous Royal Albert 
Hall on June 4, 1960, the solo and Smith’s performance were met with wide acclaim. This music 
festival, which featured four Salvation Army brass bands, including the premier International 
Staff Band and a 700-voice choir performing to a capacity audience, would have been 
intimidating for anyone. Smith, however by all accounts, played this challenging work 
beautifully. In a review of the festival published in The British Bandsmen, which appears honest 
and  not overly flattering as a whole, the reviewer only mentioned one performer by name: 
30 Leidzén, Songs in the Heart, 17. 
31 Leidzén, Songs in the Heart, 17. 
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Derek Smith, who “delighted all present with playing of the highest standard”.32  Another review 
published in a Salvation Army publication, The Musician, written by renowned brass band 
composer Eric Ball, had this to say: “Later came Erik Leidzén’s new cornet solo, Songs in the 
Heart, music demanding technical prowess and musicianship to a high degree. Our good friend 
Bandsman Derek Smith was in wonderful form, proving beyond a doubt that he ranks amongst 
the greatest cornetist of today.”33   
There is no doubt that the solo and Smith’s performance created a great deal of buzz. 
Fortunately, there are original recordings of this concert available in the New York Staff Band’s 
archive to support these reviews. From that night, the solo became an instant classic, and has 
been recorded and performed numerous times, perhaps most notably by two legendary 
trumpet soloists Philip Smith and the young Philip Cobb. Through Songs in the Heart as well as 
The Reason, To a Wild Rose and Just Where I Am, in addition to many other solos he performed 
and championed, Derek Smith not only created a long-lasting legacy of musical excellence on 
the cornet but directly influenced important additions to the solo repertoire available to 
cornetists of future generations.  
32 “Salvation Army Bands at the Royal Albert Hall,” The British Bandsman: Weekly Journal for Brass Bands 
no. 3,040 (Saturday, June 18, 1960): 1. 
33 Eric Ball, The Musician, June 18, 1960: 392-393 
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CHAPTER FOUR 
A Solo Recording Project 
The musicianship of Derek Smith has garnered much admiration over his long career. A 
little-known solo recording project conceived by one such admirer is a perfect example of the 
far reach of Smith’s influence. This project would include several new compositions by budding 
composers who would eventually win multiple Emmy awards and have works premiered by the 
New York Philharmonic, feature a young Juilliard student who soon would become arguably one 
the greatest orchestral trumpet players of all time, and forge a lifelong friendship and 
collaboration resulting in the addition of important works for the trumpet repertoire. However, 
what is perhaps most interesting about this recording, especially in light of all the fruit it 
produced, is that it never fully came to fruition, at least as originally intended.  
The idea for this project originated with Mark Freeh, a prominent musician based in 
New York. Freeh, who is most known as an arranger and recording engineer, having most 
notably earned Gold and Platinum awards for Billy Joel’s album Innocent Man, and Chaka Khan’s 
I Feel for You, which were both recorded in his studio.34  In addition, Freeh was also an avid 
brass musician, enjoying success in his early career as a gifted tuba and trombone player. He 
was a product of Salvation Army music programs, having grown up in the church as a child of 
Salvation Army officers. In fact, he was a member of the New York Staff Band (NYSB) as the bass 
trombonist when Derek Smith was first brought over as the band’s soloist in 1959. Freeh 
remembers that first rehearsal when Smith joined the NYSB: 
I had heard of the 78-rpm recording of “Heavenly Gales” recorded by Derek 
and knew he was a cornet soloist from England. That was all. The then 
34 Death of Mark Freeh, 4barsrest.com, accessed August 23, 2019, 
https://www.4barsrest.com/news/30251/death-of-mark-Freeh.  
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conductor of the Staff Band, Richard Holz, asked Derek if he would play the 
solo part to “A Happy Day” to fill in for the soloist (I believe it was Fred Farrah) 
at the upcoming councils. Ivor Rich who was sitting next to me, poked me and 
said, “Wait ‘til you hear this.”  By the time we got to the end of the piece there 
were only about six people playing. The rest were listening to a stunning 
performance the likes of which we had never heard in New York City. From that 
day forward I was influenced by the Smith family.35 
This admiration would eventually be the catalyst for Freeh’s idea of a solo album 
featuring Smith. Sometime in the early 1970s, Freeh approached Smith with the idea, who, 
although had recently taken up conducting the NYSB and somewhat retired from playing, 
agreed to give it a shot. While the project included recording a few classic solos with piano 
accompaniment, Freeh wanted to include new works as well. As is natural, he began by enlisting 
two of his friends, who happened to be rising stars in the composition world: Joseph Turrin and 
Bruce Broughton. 
Broughton, born in 1945, was raised in The Salvation Army church where he remained 
active as a musician for much of his early career, which is where his connection with Mark Freeh 
was formed. His early published compositions were for brass bands and were included in several 
of The Salvation Army’s brass band journals, the first of which was published in London, England 
in 1970, around the same time the work began on Freeh’s cornet solo album project. While 
Broughton’s Salvation Army connections run deep, including his grandfather, William Broughton 
Sr., who published several brass band compositions in the 1920s and 1930s and even had a 
short tenure as the conductor of the NYSB, Bruce is most widely known for his hugely successful 
career scoring music for film and television. His work has earned him ten Emmy Awards and 
even a few Academy Award and Grammy nominations.36 
35 Mark Freeh, Liner notes to Trilogy: Trumpet & Piano, Philip Smith and Joseph Turrin, The Salvation Army 
USA East, TRCD 1105, CD, 2018. 
36 Bio, Brucebroughton.com, accessed October 16, 2019, https://brucebroughton.com/bio/.  
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Freeh commissioned Broughton to write several pieces to include on this solo recording 
project for Smith. Broughton agreed, and wrote three or four compositions for the project. 
However, in the end, only one was used, and the others, unfortunately have been lost to time 
and memory.37  The solo ultimately used was originally titled Countryside and was soon slated to 
be published by Magnolia Press. However, this fell through and was eventually published under 
a new title, Folksong, by the now defunct Black Squirrel Music.38 
Another young composer entering the scene at the same time was Joseph Turrin. Turrin 
now enjoys success as a well-known composer in New York, whose compositions, several of 
which were commissioned and premiered by the New York Philharmonic, include orchestral 
works, solo concertos, chamber music, cantatas, film scores, and even an opera. In the early 
1970s, Turrin had just finished his master’s degree at the Manhattan School of Music where he 
met Mark Freeh. Turrin had in fact crossed paths with The Salvation Army a few years earlier as 
a student at the Eastman School of Music. While there, Turrin became friends with other 
Eastman students who happened to have Salvation Army backgrounds, including Charlie Baker 
who would go on to be principal trombone of the New Jersey Symphony. These friends 
suggested that Turrin, who was always on the lookout for piano practice space, practice at the 
local Salvation Army church in Rochester, NY which at the time had a beautifully maintained 
grand piano. He took them up on the offer, and even began playing piano for several Sunday 
services.39 
When Freeh approached Turrin for his recording project, he not only commissioned him 
to write a piece, but asked him to be the pianist on the recording as well, both to which he 
37 Bruce Broughton, Email to the author, June 28, 2019. 
38 Bruce Broughton, Folksong, Kent, Ohio: Black Squirrel Music Inc., 2000. 
39 Joseph Turrin, in discussion with the author, June 17, 2019. 
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agreed. The piece Turrin would contribute to this album is his Caprice which, while originally 
conceived for cornet and piano, is now known and published as a solo for trumpet and piano.40  
Another of Turrin’s trumpet works, Elegy, would also go on to be included on this project, 
however, this one had been written previously for Harold Lieberman, who at the time was the 
staff trumpeter for the CBS Radio in New York.41 
As the pieces continued to fall into place for Freeh’s project, he was looking for one 
more piece to commission. Turrin made a strong suggestion that Freeh ask composer Richard 
Lane to write a solo. Lane, a native of Paterson, New Jersey, had been Turrin’s piano and 
composition teacher during his high school years, and he felt confident that Lane’s 
compositional style would lend itself well to this project.42  He agreed, and the resulting piece is 
the hauntingly beautiful Song for Cornet.43 
Lane’s story is an interesting one. He lived in New Jersey for his entire life except for the 
years between 1950 and 1956 when he attended the Eastman School of Music on full 
scholarship, earning both his bachelor’s and master’s degrees in piano and composition. He 
spent the majority of his career teaching a private piano studio and performing on the piano. 
While a composer of prolific output, he had little interest in publishing his music. He was 
remarkably generous with his music, however, often freely sharing his music in manuscript at no 
cost to anyone interested. As a result, his compositions remained in manuscript in his home 
until his untimely death as the result of an automobile accident in 2004. Ultimately, it is because 
of the work of two of his students, Demosthenes Dimitrakoulakos and Turrin, that Lane’s music 
is finally being published. After Lane’s tragic death, Dimitrakoulakos learned that he was the 
40 Joseph Turrin, Caprice, Switzerland: The Brass Press / Editions Bim, 1972. 
41 Joseph Turrin, Elegy, Switzerland: Editions Bim, 1993. 
42 Turrin, in discussion with the author, June 17, 2019. 
43 Richard Lane, Song for Cornet, Switzerland: Editions Bim, 2006. 
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legal heir of Lane’s complete library of music. Because Dimitrakoulakos was in Germany at the 
time, it took several months before he could come to the United States to claim the 
manuscripts. Upon entering Lane’s house, which had been empty since his death, 
Dimitrakoulakos quickly realized the home had been burglarized leaving the manuscripts in 
disarray. At that moment, he felt compelled to save these works from eminent destruction and 
took on the project of cataloguing everything in detail. He was amazed to uncover more than 
500 works for several different instrumentations.44   
Around this same time, Turrin launched a campaign to his long-time publisher, Editions 
Bim based in Switzerland, to publish these works. At first, the publisher showed little interest, as 
Lane was a composer that had lived in relative musical obscurity. However, Turrin was 
persistent, believing in the quality of this treasure trove of unknown work. In fact, it was Lane’s 
Song for Cornet, written for Derek Smith, which finally caught the attention of the publisher due 
in large part to the fact it had been recorded by Turrin and Philip Smith, who at the time was the 
principal trumpet of the New York Philharmonic. The solo ultimately became one of the first to 
be published in 2006, 34 years after it was composed. After seeing the quality of this work, they 
agreed to take another look at Lane’s entire catalogue, and committed to systematically publish 
all of them, a project which continues as of the writing of this monograph.45   
Now that all the new music had been commissioned and completed, the time had come 
to begin rehearsals with Smith and Turrin. According to Turrin, he had been looking forward to 
working with Smith. Years earlier, he had attended a New York Staff Band concert with Freeh 
and remembered hearing Smith perform Vernon Post’s transcription of the 2nd movement to 
44 Richard Lane Biography, editions-bim.com, accessed October 16, 2019, https://www.editions-
bim.com/composers/richard-lane.  
45 Turrin, in discussion with the author, June 17, 2019. 
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Hummel’s Trumpet Concerto. What made the largest impact on him from that performance was 
the ease and care with which he executed the trill at the beginning of the movement. Turrin 
says he had never heard such clarity and control from a trumpet (or cornet) on a trill like that.46 
Rehearsals began in early 1972 at The Salvation Army’s headquarters on 14th Street in 
New York City. This is where the New York Staff Band rehearsed at that time. Smith and Turrin 
began working out the details of the music and making edits, including one major edit from 
Smith on Lane’s Song for Cornet suggesting four entire measures be removed which he felt were 
redundant (Figure 8). ane agreed with the edit, and the cut was retained in the published 
version in 2006.  
Figure 8: “Song for Cornet”, Smith’s manuscript. Measures 50-6447 
Smith, however, who by this time was semi-retired from performing, was beginning to 
grow anxious that he would not be able record these solos up to the standard he felt they 
deserved. It was at this point in the project that he made a suggestion that would ultimately 
prove fateful. With a desire to see this recording completed with the best possible results, he 
thought this would be a perfect project for his son Philip, then a young trumpet student 
completing his master’s degree at the Juilliard School.48 
46 Ibid. 
47 Richard Lane, Song for Cornet, Editions Bim, 2006, 2. 
48 Derek Smith, in discussion with the author, January 20, 2019. 
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At first, Turrin in particular was not keen on this idea. He had not met or heard Philip 
Smith play at this time, and had no interest in making this switch, considering the idea of the 
project was to highlight the musicianship of Derek Smith. Philip Smith had grown up playing 
cornet with his father in Salvation Army circles, so Freeh was already quite familiar with high 
level of his playing, and while disappointed that his wish to highlight Derek as a soloist would 
not come to fruition, he was too far into the project to turn back now. So, who better to take up 
the recording that Derek’s son?49  This would prove the right move, and, other than a recording 
of a duet with his father and the NYSB in 1972, would be his first of many major solo recordings. 
The recording was finally recorded at Chelsea Sound Studio in New York City in 1974 and 
would be the first of a lifetime of collaboration between Philip Smith and Turrin. While the 
album was never widely released, Smith went on to re-record several of the solos throughout 
his career. Turrin’s Caprice would be recorded by Smith on another project of Freeh’s in 1989, 
only this time with a brass band accompaniment transcribed by Freeh himself.50  Lane’s Song for 
Cornet, would be recorded again by Smith and Turrin in 1997 on a project from the New York 
Philharmonic entitled New York Legends, featuring principal players of the orchestra.51  The 
original 1974 album has been rereleased on CD as part of a trilogy  of albums featuring Philip 
Smith, also including a remastered release of the 1989 Escapade recording and a previously 
unreleased album of hymn arrangements for trumpet and orchestra.52 
When Derek Smith recounts the story of this recording project, it is with a great deal of 
humility. It was simply a recording idea that he, in the end, decided he was not right for; a 
49 Freeh, Liner notes to Trilogy: Trumpet & Piano, 2018. 
50 Philip Smith, Escapade: Philip Smith, Rigid Containers Group Band, Kettering, Northants: Heavyweight 
Records HR001/D, 1989, compact disc 
51Philip Smith, Principal Trumpet: New York Philharmonic, New York Legends series, Cala CACD0516, 1998, 
compact disc. 
52 Trilogy: Trumpet & Piano, Philip Smith and Joseph Turrin, The Salvation Army USA East, TRCD 1105, CD, 
2018. 
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project better suited for his son. However, when examined with the privilege of 45 years of 
hindsight, remarkable fruit was produced. It highlighted two composers, Broughton and Turrin, 
who would not only go on to be successful, but world renowned for their craft. The recording of 
Lane’s Song for Cornet would ultimately be the catalyst proving that a publishing company 
should take a second look at the catalogue of an unknown but prolific and talented composer, 
honoring a life of true service to the art of music. Then of course, there is the introduction of 
Philip Smith and Joseph Turrin, beginning a relationship that has spanned decades and provided 
the trumpet world with an important collection of repertoire and recordings. This was all 
because Derek Smith possessed the rare instinct to know when the time was right to pass his 
legacy on to the next generation, and the humility to act on that instinct.  
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Conclusion 
When studying the remarkable life and career of Derek Smith, two philosophical 
attributes continually rise to the surface: humility and perfectionism. These two characteristics 
may seem to be in conflict, however for Smith they create the ideal balance. From the time he, 
at 15 years of age, joined the famous Rosehill Band as the cornet soloist through to the end of 
his career, he has succeeded and thrived in high pressure circumstances; success which would 
cause many to be puffed up. Smith, however, speaks of his career in terms of experience and 
relationship. He gives the overwhelming impression that he feels fortunate to have been in the 
right place to have had the experiences he has had with the people he has shared them with. 
There is no sense of haughty pride, bitterness or regret. This is true humility. 
The other side of Smith’s philosophical balance is perfectionism. Of course, this is a 
driving force of many musicians, or for that matter, anyone at the top of their craft. And for 
many, the pursuit of perfection can lead to dissolution or even ruin. For Smith, though, 
perfectionism is filtered through the lens of humility. As he put it in his own words:  
I am a perfectionist, but not for myself. The pursuit of excellence is what is 
demanded of us all, yet there is a balance needed in this pursuit – the balance 
between the perfecting of motive and the perfecting of musical performance.53 
It is this humble perfectionism which has endeared him to those privileged to be in his 
sphere of influence; a sincere pursuit of excellence which has led others to take the same path. 
Simply stated, he made those around him better. This is how he approached his cornet playing, 
and what made him such an effective leader. 
The solo literature composed for Smith reflects the admiration other musicians had for 
him. Each is special and unique, and as a result have continued to stand the test of time. When 
53 Holz, The Proclaimers, 165. 
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performed today, there is an air of reverence, whether it be the extraordinary Songs in the 
Heart or the simple melody of Just Where I Am.  This reverence stems from the seriousness with 
which he pursued his craft, and for Smith, this comes back to a perfection of motive. His 
unwavering faith in God is behind this aim, with the understanding that his prominent position 
as a soloist allowed him to point others to the God who put him there. This is perhaps what 
makes the the text from the final solo written for him, Just Where I Am, so poignant. These lyrics 
perfectly describe the mission of Smith’s career as a musician: the humble perfectionist. 
What can I do to justify my living? 
What can I be to make this life worthwhile? 
I’ll be a voice to call men to the Saviour, 
Just where I am, and win my Father’s smile. 
Just where he needs me, my Lord has place me, 
Just where he needs me, there would I be! 
And since he found me, by love he’s bound me 
To serve him joyfully.54 
54 Miriam Mary Richards, “Just Where He Needs Me”, The Songbook of The Salvation Army with New 
Testament and Psalms: North American Edition, (Alexandria, Virginia: The Salvation Army National 
Headquarters, 2016), 277. 
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APPENDIX 
INTERVIEW WITH DEREK SMITH 
Transcript of interview with Derek Smith. 
People present: 
Derek Smith (DS) 
Jeffrey Barrington (JB) 
Anthony Barrington: Undergraduate Trumpet Student at The Juilliard School (AB) 
January 20, 2019 at Smith’s home in Harleysville, Pennsylvania. 
Jeffrey Barrington (JB): What solos were written for you? 
Derek Smith (DS):  What solos were written for me?  There weren’t very many. I 
suppose going back to the start. Let’s do it this way. I was… I’ll give you the whole 
set up. I was born in May 1928. Then during the war, we moved around. My father, 
he had to go to the Isle of White. It’s a little place off of the south coast of England. 
Of course, it was the First World War… He did his apprenticeship in the ship yard. 
But instead of calling him up into the service in the Second World War, in ‘41, they 
sent him back down to the ship yard. So, we all moved down to the shipyard. To the 
Cowes, the Isle of White. And I was there, and I finished regular school there. And 
then… I’m never quite sure of the time I moved from there to Redding. Went into 
the Rosehill Band. That would have been early 45. And that’s when I started getting 
into the solo stuff. One day, when we were on the Isle of White.  I would have been 
15 or 16. One day, my dad said, when we were on the Island, he said we were going 
up to London. And he said, “bring your cornet, take your cornet”. So, I didn’t know 
what he was talking about, so I did what I was told. That’s what you do in those 
days. We went to Judd Street, and we went up to the Music Department. And in 
charge of the Music Department was Eric Ball. Albert Jakeway was in there as well. 
So, Colonel Jakeway says get your cornet out and let’s hear you play. So, Eric Ball got 
on the piano and I played Happy Day. As I say, Eric Ball was on the piano and 
Jakeway was there. And at the end... Eric Ball was the bandmaster of the ISB at that 
time. And he said “well, you’re not 16 are you yet?”. So, I said, “not quite”. I would 
have been 16 in May. So, he said you can’t come into the Staff Band. And Jakeway 
said, well that’s fine, I’ll have him into the Rosehill band. Because Rosehill Band 
wasn’t a staff band at that time. It was for the Salvation Army Assurance Society. So 
that was that. And in those days, Adams wasn’t the bandmaster of the ISB. That’s 
after. In 46, Eric Ball left the Army. So, he left the Staff Band. He was the conductor 
of the Staff Band at that time. So, in those days, they weren’t publishing a lot of 
music. But I think Star Lake March. I think that’s about 39. You can check on that, 
but I think it’s about 39 when that was written and published. So, Rosehill band, we 
were doing a piece of music for the Music Board, and the pieces were written... I 
mean it’s not like now when it’s printed. It was all in manuscript. And they didn’t put 
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the names of the composers, and they didn’t have the name really for what the 
piece was called. One of those times, we used to do it in manuscript, and we would 
play it to the music board. We didn’t learn it, we just said as long as we could read it 
and play what’s there. Nothing special. And, one of those pieces came up, and it was 
Heavenly Gales. And so, I had to play Heavenly Gales. Now, I’ve got the manuscript 
of that. 
JB:  So, were you the first to play Heavenly Gales then? 
DS:  Well I was going to say, that was written by Songster Leader Langworthy from 
Sheffield. And I have the thing in here. This is from January 1945. The Musician. And 
That’s when I played it. [Showing the manuscript] 
JB:  What year was this from? 
DS: ‘45. 
JB:  1945. So, you played Happy Day… 
DS:  That first piece on the program, after the March, I played, it says Gems from 
Mozart. That’s an old number. A Festival Sheet, and in that was a cornet solo, and 
it’s a piano sonata. That was the first broadcast I ever did… I’ve never been in a 
broadcast studio. 
Anthony Barrington (AB): That was the Gems from Mozart? 
DS: Well that was on the program. It’s a piano thing (sings through the melody). He got 
it up to a B. And I’d never been in the studio before. And after that it was Happy 
Day. So that was the… I wasn’t even 16 there. What’s the date on that? 
JB:  January 1945. 
DS:  Yea, I would have been 17. Anyway... that was that. Now there’s another piece in 
here that was first broadcast. There’s another piece in here (The Musician) that talks 
about Heavenly Gales. That’s when the Rosehill Band went to Chelmsford……. And 
this was Heavenly Gales… 
JB:  So, this is the manuscript, right? 
DS:  Yes, this is the manuscript. 
JB:  I have to say this is one of my favorite solos. It’s kind of unique. 
DS:  It’s different. 
JB:  It is, and I love it. A little bit more fluid than a lot of variation solo. 
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DS:  Right, it’s not a variation solo exactly. But, there’s something in here about that 
(The Musician, March 1945). But Langworthy, he was a policeman or something. 
JB:  Did he write any other cornet solos? 
DS:  I don’t think so. He was the first one… He played it, he wrote It and he played it at 
his corps on a special weekend with all the policemen around. 
JB:  So, he was a cornet player? 
DS: He was a cornet player. In those days it says it was called Heavenly Gates, but the 
thing as you see it is now Heavenly Gales. But he wrote that, and he used it. But I 
was the first one... It wasn’t written for me, but I was the first one to play it. And 
then, what would happen, we would play it. And if it passed the music board, they 
would send it to printers, and it would be a proof. Then we’d get it back and play the 
proof to make sure they had proofed it right. And if there were any changes, we’d 
get a second proof. And then that would would be printed. Now one little part on 
the solo there…. It was this [looking at the manuscript]. Figure 10… that bar… figure 
10 [singing]. Then if you get the printed part. 
JB:  Oh, it goes down there. 
DS:  And that was changed because the solo cornet part and Bb bass part were in 
octaves. And in those days, you couldn’t have octaves. So, they changed it. It makes 
it awkward 
JB:  Right. The (original) line makes more sense 
DS: the other thing... that variation (last variation). If you start that variation too fast, 
then you get that that [singing 16ths]. 
JB:  I have made that mistake!  I know that well. Yea, I really do love that solo. It’s so, as 
you say, unique. It kind-of stands alone. And I don’t know any of his other stuff. But 
you say it was mostly Songster stuff. 
DS: Yes, he was a songster leader. I’ve got it in one of these papers here. It said he 
played it. So, I couldn’t say I was the first to play it... So, then that comes to the next 
thing. Would be Songs in the Heart. That says… I suppose it was written for me in a 
way. Because the band were going to England. And Holz… Now as I say, you may 
have to edit. I should call him Colonel Holz. He was Brigadier Holz.  
JB:  Well…Dick Holz to you! 
DS: (laughing). Yes Dick Holz. He said we were going to England, and I said, well I can’t 
go back playing the same solos as I left England. Because I left England in 56, and 
this was 60. I says, “I can’t go back to England playing the same solos”. So, we came 
up and he spoke to Erik Leidzén, and Eric came up with some tunes. And the tune 
for that is a women’s voices trio... is the tune for that in Songs in the Heart. So, he 
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suggested using that. Then he wrote that, and I used to get it bits at a time. And 
then we recorded it for the tour. And they put it on for the first concert in England. 
So, I played it here in America, but then we played it in the Albert Hall in 1960. That 
was the first performance in England. 
JB:  Really... And the reviews I’ve read there is a lot of acclaim to that recording. It’s a 
famous performance of that. The first one out. 
DS:  Well, they’d never heard it. 
JB:  And this is a unique solo in the Army. I mean there’s really nothing like this either. 
And it doesn’t get played a lot… because there aren’t many who can play it. 
AB: This piece is really interesting because it is musically challenging as much as it is 
technically challenging. 
DS:  I mean, you know, I’ve never had any cornet lessons, I mean in my day, they didn’t 
bother with those much. So that was that. My father, when I always used to play a 
lot of hymn tunes. The first one I can remember really is that, in the old old tune 
book, you had “O What a Wonderful Day”. [Singing] “The Savior sought and found 
me, ... my way.”  And he made me play that in a vocal style. And the next one was 
“all your anxiety, all your care”. So those were the sorts of things… I never had a 
study book. Because he said that “Happy Day”, “Wondrous Love” all the old solos. 
All the air & variations are exercise. So, if you’re playing scales, you might as well 
play variation solos. And that’s what he taught me. And he used to go out to the 
contesting bands and listen to Harry Mortimer, in those days, play a solo. And the 
[not audible in recording] of my favorites. I’ve played… Before I went to Rosehill. But 
he heard Harry Mortimer play it, and he made me play it in the same way that he 
heard it. So that’s where I got the style, if you want to put it. So, I don’t play strict, if 
you know what I’m saying. I mean I play what’s there, but there’s a little bit of 
rubato it it. 
JB:  Right, and that kind of became your trademark. Your interpretive… 
DS:  yes, the variation in Happy Day. [Singing]... [laughing] I can’t remember. 
AB: But that sort of singing style... knowing that there are words to these pieces and 
knowing what the words are. 
DS:  Yea. Well that’s that. Well those two were written for me. Now the other thing... 
changing the pace for a minute. In ’92, Philip and I were invited over to Hendon 
Highlights, and they wrote a, Ray Allen, he was sick and couldn’t be there, but they 
asked him if he would write a special piece. And it was on the Inheritors record. And 
Ray Allen had taken the solo Songs in the Heart, mine, and the one that Roland 
Cobb did, Wondrous Day. Of course, Roland and I were brought up in the same 
corps. We went to school together. He’s a year older than me. So anyway, Ray did 
for this Hendon Highlights, this... he took the two solos, and put the two together.  
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JB:  Yes, I remember this. I was 12 years old at the time. I think my dad had gone to 
England, he’s an officer… a Euphonium player. He had gone to England for ICO 
(International College for Officers), and he brought that album back. 
DS:  Inheritors, yes. The thing was, they wouldn’t let us record it at the performance. 
JB:  What was the reason for that? 
DS:  At Albert Hall... I don’t know. So, Hendon Band recorded Roland and Stephen, it was 
the 4 of us doing it. The Hendon Band recorded Roland and Stephen with the 
accompaniment and then sent it over to us, and we went to Mark Freeh’s studio, 
and played on top of it. 
JB: Oh ok, so you recorded it separately. 
DS:  It didn’t quite come off the same. Some of the cadenzas with the shot note.  On the 
one that started with me playing one of the variations. We had to get the tempo… 
we had to start at the tempo that they were playing. 
JB:  Ahh it had already been done, so you didn’t have any choice in the matter! 
DS:  And then the last note… how long does it go?  You can’t wait until you hear it. It had 
to work together. I had to start the variation… I forget which one it was. I had to 
start the variation and work it into the tempo that Roland was in. Basically, two bar 
phrases. 
AB:  I’m curious about the Songs in the Heart…  It says at the beginning, it just says 
muted. What mute did you use? 
DS:  it was just a straight. I mean now a-days they have all sorts of mutes. 
AB:  Some people play the beginning, a cup mute. 
DS:  No, just a straight mute. 
JB:  Erik Leidzén used muted things a lot. 
DS:  yes. He used to write a lot of… he would put dots on certain notes... accents. You’d 
crescendo, then the last note would have that (an accent) on it. I don’t think that’s 
what he intended. I think he put that there for the people who didn’t do that 
(crescendo) 
JB:  I see. Just anticipating for people not doing what they’re supposed to do! 
DS:  yea that’s the way I look at it. Because, I mean, you wouldn’t put that on a 
crescendo. That’s how I feel, but anyway. Now… That’s his signature [on the 
manuscript].  
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JB:  So, this is his original handwriting. So, are there differences from this and what 
became published?  It looked pretty…. I didn’t see anything really different. 
DS:  See, that was the thing here…. (looking at manuscript). Where was it... Here. Now 
[singing rising line]. He put a crescendo on that and put a F here. Now I don’t like 
that. I like to do it the hard way [singing the line with a decrescendo and softer 
arrival].  See that’s control. And that’s the way we used to play it. But it’s written 
with an F, but when I asked… the trombones come in on that note. And if you listen 
to the old recording, they come in F. And they shouldn’t have done it… but there it 
was. To me, anyone one can go [singing crescendo]. 
JB:  it’s more delicate. 
AB:  Artistic 
DS:  I mean this is what he wrote. I don’t really know what the printed one is. 
JB:  This is such a legendary piece, and as I said, one that doesn’t get played often 
because of how difficult it is. So, you premiered that in England, well you played it 
here first, but the big premier was in England 
DS:  Yes, the Royal Albert Hall 
JB:  And what year was that? 
DS: 1960. And this, when I had it, this isn’t the one I had, I don’t think, because he had it 
in the concertina form. And you can’t keep stopping to turn the page. So, I used to 
have it on the sofa all laid out, and I used to kneel on the floor. [Laughing]. But the 
other thing… in the military, I was never allowed to use music when I played solos. 
They all had to be from memory. 
JB:  So, you were in the Royal Horse Guards, right? 
DS:  Yes, I went in the Rosehill band in ’44 at 16. And I went into the Horse Guards when 
I was 18. That was the call up age. And the bandmaster in the horse guards heard 
me play happy day on the radio or heard me play something. And one of the fellows 
in the band was from Hendon. I don’t think he knew where I was from. And he said 
to this guy, “do you know Derek Smith, I heard him play”. And he said “yes, I go to 
the same church”, and he said “well ask him if he wants to come down for an 
audition. And when it’s time for him to get into the service” ... You had to go to 
volunteer in those days. “When you go to sign up, just say you want to go in the 
band at the Royal Horse Guards”. So, when I was 18, I had to audition, I joined up 
with the band at the Horse Guards. And I did basic training, then went into the 
band. And I was principal cornet when I went into the band. 
JB:  And this was after the 2nd World War, right? 
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DS: the war finished in ‘45 and I went in in ‘46. I went until... I finished it…  they kept us 
in for five years… ‘46- ‘51. They kept us in a year for the Korean War, because when 
you sign, you sign for so many serving and reserve. So, it’s a 12-year thing. Roland 
went in the year before me. He had to join for 7 years and 5 reserve. When I went in 
it was 5 and 7. The opposite. So, when I went in… see at the beginning of the war a 
lot of the brass people… the orchestral people... the bands and such, they joined the 
Guards bands because they were all in London and they could do their own jobs. 
And they had to sign for 12 years, but they were all in London, so they could do their 
own civi jobs. But when I was going in, they were able to buy themselves out, so 
they would wait. There was a lot of openings, so the principal cornet was a jazz 
trumpet player, so I took his place.  
JB:  And how long were you in that band? 
DS:  6 years. 
JB:  And as the soloist and principal. 
DS:  Yes 
JB:  And I’ve seen the pictures of you on horseback. Now did you play on horseback? 
DS:  Oh yea…  
AB:  How was that?... playing on a horse? 
DS: you have to, as I used to say…sit down hard. (Laughing) You sit on the horse... we 
had to have long stirrups... And you had to let the horse go and let your body go. 
And you always play sitting on the horse. Trombones, you play out this way and 
cornets too [facing slightly to the side].  Cause if the horse moved his head back 
[motions getting the horn pushed into your face]. We only marched. Now you had 
the Horse Guards and the Life Guards. They formed the Sovereigns Escort. They 
were all trained together. You had two regiments. Norman Bearcroft was in the Life 
Guards. He was in when I joined. He’d been in before. A little older than me. We 
used to stay in Winthrop. Now when we used a lot of stuff, they’d joined the two 
groups together. So, the mounted band was 68 horses. 68 with two drum horses. I’ll 
show you some pictures. But anyway, getting back to this stuff. There were a few 
pieces that I used to play… Glorious Fountain. Bernard Smith from Chicago. It was 
only published on piano for the longest time. But when I came to New York, I was 
looking for another solo. We were talking about Glorious Fountain, and Dick Holz 
said, we have a band arrangement. I had asked in England for a band arrangement, 
and they didn’t want to do it because of the words. About the bleeding lamb and all 
this stuff. I forget what the words are, but they didn’t think it was the right thing for 
a concert program. 
JB:  But it was already published in an Army publication with piano. 
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DS:  But not band you see. And they wouldn’t do a band arrangement. So then when I 
came here, I think the guys name was Reardon... He’d done a manuscript copy for 
band, and we played it. And we played it in England. But I didn’t like the last 
variation. 
JB:  Oh… the triple tonguing variation. 
DS:  So, I asked Dick to make an arrangement... another variation... and he did that. And 
that’s the original [showing a manuscript copy]. So, we played it in England, and the 
only other person, that I was a bit annoyed about really… That was written for me 
(variation). The only other person that got that was Bobby… He lives down south 
now. Nancy Sampson’s bother… 
JB:  I can see him in pictures. I can picture him but can’t remember. I know Nancy. 
DS:  He was in the New Jersey Youth Band. Swenarton was the bandmaster. He was in 
the office with Dick Holz, in the Music Department. And he took that out. And they 
used to use it for the Jersey Youth Band. 
JB:  That’s right. There’s a record of him playing it. 
DS:  Right, but there’s not a record of me playing that. [Laughing] 
JB:  But that was written for you. 
DS: It was written for me. Now they published it in England and David Dawes used to 
play it. (Robert) Redhead did an arrangement. He did other bits. He didn’t have a 
copy of that. It’s from what he remembered hearing. But really, I don’t like the band 
arrangement because Redhead changed it from the piano. He didn’t take it from the 
piano. He wrote it completely different.  
JB:  I’ve played it from Redhead’s arrangement. 
DS:  The band arrangement we did was written on the original piano part. 
JB:  So, Dick Holz did this extra variation. 
DS:  Yes, Dick Holz. 
JB:  Which is better than what’s in the original. In original, the 1st 2/3 of the solo is this 
wonderful solo, then there is this... I guess the obligatory, you had to show everyone 
you could triple tongue. But this is a much more musical rendition. But you’re right, 
there’s no recording of you playing this, but a kid from the New Jersey Youth Band. 
It’s funny, I was in the NJYB when I moved up. It was one of the anniversaries, so 
they had me play this solo with the NJYB from that old recording. So now I feel like 
I’ve taken part in the atrocity!  [Laughing] 
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DS:  But now. So then, they came back to the Staff Band... Speak My Lord and Beautiful 
Christ. Those were written by Leidzén around the time I came to New York. I can’t 
say they were written for me. But I played them in manuscript. Speak My Lord and 
Beautiful Christ, they’re not recorded anywhere I don’t think. 
JB:  Right. They’re published in the American Soloist Album, right? I remember about 10 
years ago. Maybe more. 10 or 15 years ago. And Aaron Vanderweele… They had 
started a project where they were going to record all the soloist albums, and 
something fell through. 
DS:  But anyway, those two were done for me... or well I played them first really. And 
then Rhapsody on Negro Spirituals. That’s ’62. My dad came over from England with 
the Staff Band… The ISB. They did a tour of the South states…”61 I think it was. 
Around that time. And Ray Allen wrote this Rhapsody on Negro Spirituals. And as far 
as I know... what I’ve been told... they never used it. It was in manuscripts. And at 
that time Ray Allen was leading Tottenham Band... Enfield Band. And Jimmy 
Williams playing it in England. And in ’62, my father came over from England. And 
he knew Ray Allen. And he said to Ray, “have you got any solos I can take to Derek.”  
New solos. And he said, “I’ve got this Rhapsody on Negro Spirituals, and you can 
take it over.”  But he said “You must bring it back. You can’t leave it”. So, he brought 
it over, and Dick Holz… I gave him the score and parts… and Dick Holz, he copied it. 
And we recorded it before he went… it was about ’62 or 63. And we recorded it, and 
England didn’t know. They thought it was in England. It wasn’t published it for a long 
long time. It didn’t get published… basically because we stole it. [Laughing] 
JB:  So, you had gotten a copy first. 
AB:  And you recorded it as well. 
JB:  Yea, they still tend to be protective of manuscript files. Once they’ve got them and 
are slated for publication. So, you were the first to record that. 
DS:  Yea. I mean Jimmy had played it. But Roland didn’t use it down here. 
JB:  Was it written for Roland? 
DS: I think it was written for the ISB... for Roland, yea. 
JB:  Did he ever play it? 
DS:  I don’t think so... The crazy part about it was... They finished the tour, the ISB, in 
New York. And Roland was on the program to play it. I think to play it. But he 
wouldn’t play it. Do you know what he played?  Songs in the Heart. I mean I’d been 
playing it for years. And he went and played that. 
JB:  What do you think his reasoning was? 
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DS:  I don’t know. He’s a funny guy was Roland. But, he wouldn’t… He didn’t play the 
Rhapsody. He never used it. That’s what Ray said… they never used it. And they 
gave… he had the manuscript back. And that was that one. And then Someone 
Cares. About the same thing. Dad brought that over from Ray and we recorded it in 
manuscript. Now I’m not saying… they’re not written for me, but I, as far as I know, 
was the first to play it.  Then, I’d asked... then ’68... we did the Hummel Concerto. 
And Vernon did the band arrangement at my suggestion. I was working in the 
garden, and windows were opened, and the radio was going. And all of a sudden, 
Gwen called out, “Oh come and listen to this.”  And I came running in, and it was the 
Hummel Concerto... the 2nd and 3rd movements. And I thought… “oh, that’s 
interesting. I like that”. So, we were coming in ’68, we came to a tour. The staff band 
tour.  We went to Germany and Switzerland, and I thought, that would be perfect to 
play. So, Vernon made the arrangement. And we were going to end the tour in 
England for the Councils. And when they submitted the program, they put the 
Hummel on. Well England… Judd St. The music department. Vernon had to send 
over the original part and his arrangement. And they had to go… I think they went to 
the museum to get the original part. The orchestral part. And they had to check it to 
see if it was basically the same. And I played that in England for the first time in the 
’68 tour. Now Hummel obviously didn’t write that for me… but this arrangement 
was. 
JB:  Right. Now it is interesting that, Hummel wrote that in 1804 or something like that. I 
mean it was lost until something like 1950s. So, it’s only about... 
DS: We went to Germany. And I played it around, and they didn’t know it! 
JB:  no... Yea, I think it was a student. It was rediscovered in the 1950s. So, it’s only 
about 10 or 15 years after that. 
DS:  I think Voisen… he was in Boston. They recorded it. That’s what I was listening to. 
JB: That’s remarkable. 
DS: So that was that.  
AB: And that was just the 2nd and 3rd movement? 
DS: Yea. That’s all that Vernon had done. I mean the 1st movement is a long long 
introduction before you do anything. So… that was that. And of course, in those 
days, those Bandmasters Councils, or whatever they called them, they didn’t record 
the stuff. Well I suppose they did. 
JB:  They recorded some of them. 
DS: I went to the ’65 congress in England.  Which was before you born is it? 
JB:  Yea. [laughing] Sorry. 
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DS: [laughing]. Anyway... ’65 congress… we were here. We came to New York in 59’. And 
we went home in ’60. Then ’65… Philadelphia… Ken Streighly’s band went over. But 
there was no official band. The Staff Band didn’t go or anything like that. And I got a 
little bit sad that I wasn’t going. So, I must have written a letter or something... we 
didn’t phone much in those days... we used to write letters. But anyway, dad 
phoned me up and said “you sound a bit miserable. What’s the matter?”  So, I said, 
“well, everyone’s coming to England and I’m stuck here”. So, he said “you pay one 
fare and I’ll pay the other, you come over, and we’ll sort it out”. So, I went over, 
Gwen and I went…we parked the kids out. They went to different places. That was 
’65. That was before Vicki… there were 3 of them we parked. And we went over 
with the Philadelphia band. They charted a flight, and we went with them. Anyway, I 
got home, and Clayton… we hadn’t been there long, and the phone rang. And it was 
Colonel Adams. And he said, “I hear you’re in England. Do you want to play with the 
Staff Band”?  Well at that time, Gwen had Derek in ’62 and she was very sick with 
Derek. And I came out with the Staff Band. That was when Richard Holz had left the 
music department to go to Connecticut as the DC. And Vernon was the bandmaster 
(NYSB). And things were tough. I had come out of the band for a couple of years. 
And it was… I wasn’t in the staff band in ’65. They did a congress afterwords, I think 
here, when General Couts was the General. And they did a congress in New York. 
And I played a solo, it was in Lincoln Center I think it was. And I played Victorious 
with the Staff Band. But I wasn’t playing in the band… But anyway, when I got to 
England, Adams said, if you can get out to rehearsals, you can play with the band. 
My brother-in-law played trombone in the band, Gordon Hill. So, I went up to 
London, and I went to a Wednesday rehearsal, and I was a guest… a friend. The mid-
day rehearsal... They didn’t get all the band there because a lot of them worked 
outside. And he was passing music out for this congress... and that Cornet Carillon... 
Norman Bearcroft’s. That was on the program. And so, he was passing the music 
out, and there weren’t many of us there. And he gave me a part and said, you play 
this. And when I looked at it, it was the soprano part… [Laughing]. That was Adams. 
And if you remember, one of the bits where the soprano goes… [singing] 
JB:  Yea… that’s hard. Bearcroft writes high parts anyway. 
DS:  So anyway… He says, “hey you, play that.”  And here on the spot, transposing. 
Anyway. That was that. But I played with the Staff Band for the whole 10 days. 
JB:  Oh, that was fun. 
DS: yea… so there was Roland… Terry Camsey… Joe Frazier, Me and Gilbert. We were 
the front row. 
JB:  Not a bad section 
DS:  Gilbert’... Joe Frazier... He was in the Horse Guards. He joined the Horse Guards 
after I left. His father. 
AB:  Was it pretty common during that time for Salvation Army musicians to also play in 
the military? 
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DS:  Oh, in Military Bands… Yea. 
DS:  Getting back here... I asked Steve Bulla… on the Reason. The Reason. I’ve got a 
record with that somewhere with Philip playing it. 
JB:  Oh, this one here? 
DS:  Yes, that one. I asked Steve to do that. I used that once in England. I mean I asked 
him to do it.   Whether you call that was written for me or not. But there was The 
Reason. And To a Wild Rose. That was written. I asked him to do that. We used that 
with the Staff Band in England, but Lindsay played that on trombone. 
JB:  Oh Ok. Lindsay Evans. 
DS:  Just Where he Needs Me. Tom Scheibner did an arrangement for me of that. That is 
in ’97 when they had… I was retired then. They did a Staff Band reunion. Vernon and 
myself and Brian Bowen took part in the program. And Tom Scheibner did that 
arrangement of Just Where He Needs Me. I think they’re about the only ones I can 
think of. 
JB:  Now, a couple of the pieces that are not Salvation Army… I’m curious about the 
Song for Cornet. The Richard Lane piece. 
DS:  Oh yea… that’s… I never did that. That came out when I was conducting the band. I 
couldn’t do the two… I was either conducting or… I couldn’t mix the two. 
JB:  Like playing… 
DS:  Yes… Really those years when I was conducting the band, I never played much. And 
that came out about that time. Oh, and the 
JB:  Really, since your son recorded it… I don’t think it’s ever been published…  It’s kind 
of made the rounds. 
AB:  To a Wild Rose is also on that 
DS:  Yea. That’s right. I think... It doesn’t say… it’s Dowel. But it’s Bulla’s arrangement. 
AB:  Were there any Joe turrin pieces? 
DS:  Joe did something... I never used it. 
JB:  Caprice. 
DS:  That was all that same time. I was going to do a CD with Mark Freeh, but I couldn’t 
do it. But there is… [showing me a Turrin piece] When Gwen died. 
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JB:  Oh really… I’m not familiar with this. 
DS:  Yea... I don’t  
JB:  In Memoriam. So, this is written and dedicated to your wife. 
DS:  See, Joe was friendly with Mark Freeh. And Philip...they knew each other. And Philip 
and Joe have been friends for years. From Juilliard days. 
JB:  And so many of Joe’s pieces are written for your son. 
DS:  Right... He did that Lions Door… and he premiered it in NY. 
JB:  So, you said you had thought about making a solo album around that time, and 
that’s when Song for Cornet, the Richard Lane 
DS:  Right. 
JB:  So, what was your connection with Richard Lane? 
DS:  I didn’t know him. It was through Mark. 
JB:  Oh, I see... He had commissioned him to write it. 
DS:  I think you had mentioned that didn’t you… in your letter? 
JB:  Yes... I had played that solo and saw on the manuscript that it was written fo you. 
So, I was just curious about the circumstances. It’s a beautiful solo. I know your son 
recorded it. And that was the same with Caprice? 
DS:  Yes. 
DS:  Lots of little bits and ditties… When were down in Florida with Stan Ditmer?  This... 
[a CD] 
JB:  Oh yea. Want to put it in? 
DS:  Yes. [Listening to recording of Stan Ditmer’s recording] 
DS:   One Easter, he was doing this midday service for Good Friday, and he wanted to 
something special. Of course, all these people would come in and sit talking. And he 
wanted something to wake them up or stop them talking. But this is what he did. 
[Listening to recording.] 
DS:  So that was that... 
JB:  Beautiful. 
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DS:  Yea… That was quite a start to the people... [Laughing]. He wrote all these little bits 
out… well he didn’t WRITE them out, he had them in his head. And only just before 
he died, I said to him “Stan, why don’t you put some of these on paper?” And he 
actually… when he was on his deathbed... he had the paper out and he had started. 
But he died quite fast. When we were doing this, he had oxygen on. When we were 
making this recording.  What else is on there… Jesus is the Sweetest Name I Know. 
And, All I Have is Thine. But there was one time we did something for the Retired 
Officers Fellowship, and its written out somewhere. But all he’s got… he’s got my 
part, but then he’s got chord words… G7… you know. And that was a little variation 
solo… he never wrote anything down. It’s a shame really. I think the other one 
here… this is one of them. [listening to a recording of Jesus is the Sweetest Name I 
Know]. Did you know there was a verse to this? 
JB: No, I’ve never used it 
DS: People don’t use it… not included in the songbook.  
[Listening to a recording of I Have Not Much to Give Thee, Lord] 
DS: Do you know this tune? 
JB: Yes… I Have Not Much to Give Thee, Lord. 
DS: A nice little thing. 
JB: That is beautiful!  That tune… so that was a variation that he wrote out? 
DS: We did a thing at the Retired Officers…. Where it was a fun thing. I’d be playing 
along, and switch to another variation in a different key. [laughing]. Then he’d do 
the same thing. It was just fun. 
JB:  That’s a beautiful variation on that melody… lovely. 
DS:  He didn’t write it down… 
AB: Beautiful organ work too. He didn’t write any of that down? 
DS: No… no.  
JB:  Well… it’ll live on that recording then. 
DS: Yea. Now that’s… the family put it out. His family. He’s got some songs on there, and 
other stuff that he did. And as I said, he was quite sick. 
JB:  Right. 
DS:  When that was finished. 
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JB: And that was about 2003 when this was put out? 
DS: Yea. It was about then. He died just before we left there. As a matter of fact, she… 
his wife… We lived down the street in “On Top of the World”, down in Clearwater 
(FL). He had just died… she called me on the phone. And I was there… before the 
undertaker. And he had his stuff on the bed. 
JB:  Just there… writing them down?  That’s incredible. Such beautiful playing too. 
DS:  But that… see… what I don’t…  You know in None other Name… You don’t hear 
many play it. Even in the bigger places… [singing a straight pointed style of the 
tune]… You just don’t play it that way. 
JB: Just shows that you don’t know the words. 
DS: Right. To me… [singing in a smooth style with the lyrics]. 
JB:  Yea, and it does change… we were talking about that on the way down here… how 
much it changes your approach to playing a melody. Just a simple thing, or you think 
it would be a simple thing, learning the words that’s associated with the song your 
playing. 
AB: A matter of interpretation. 
JB: But to take that… it’s something that is hard to teach. Like you say, I hear a lot of 
great players and great bands that don’t put that… I think that we… my dad, his 
grandfather [pointing to Anthony], euphonium player, definitely takes that tradition 
that you have of melody playing. 
DS: Now where did you originate from. 
JB: My parents were officers in the South. My dad was the euphonium soloist of the 
Southern Territorial Band for something like 30 or 40 years and played a lot there. 
So, we were definitely a brass band family! Because we moved around a lot, I grew 
up playing with recordings. We just had big speakers in our house, and we’d put on 
the records. And my dad would get whatever the latest band parts… whatever ISB 
recording or New York Staff Band recording came out, and we’d just play along with 
them, and play that way 
DS: Yea, I mean… as I said at lunch time, I much prefer to sit in the band and play than 
conduct. After a while you get to enjoy conducting, but it’s... I… on pieces, I’d try to 
get the band to play it the way I’d feel it. Whether that was right or wrong, I don’t 
know. 
JB: [laughing] Well, that’s the beauty of interpretation, you know. If you’ve got reasons 
for it, then it’s right. That’s what puts a stamp on it, that’s what puts your signature 
when it can be your interpretation. But it’s beautiful. 
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DS:  I don’t think… I mean… a lot of those things, My Only One Intention. That was that 
song. One of these… 
JB:  Oh right. From “Song of Songs” 
DS:  Yea. That was a strange effort because… oh… that… [pulling out sheet music] … 
Brian Bowen, he did… I never played it… but I asked him to do it. 
JB:  Oh, this is uh… 
DS:  That was in an old old selection, and a euphonium solo. I mean, I don’t know 
whether I’ve got the thing… Anyway… That’s the tune that is on… when you see 
advertised in the roof of cruises… 
JB:  The Scandinavian Tours or whatever… 
DS: Yea… [singing the tune]. It’s a lovely tune. It’s a festival sheet… its around… I think 
Happy Day is around number 40?  I think it’s in the same area. I can remember my 
dad playing it… it was a euphonium solo. And… anyway… the fellow that wrote it… 
his name was Ole Bull… Swedish guy. He came over here, and he was a musician, 
and he’s in Pennsylvania. He’s got a monument in a park. He bought a big plot 
area… ground… and built houses in it. And a lot of Swede’s came over. I was like a 
little Swedish. Ole Bull. And was that. I’ve never played it really. And as I say, this 
lady that plays the piano, she doesn’t read any really. But the other thing was… 
this… years ago, many many years ago… Where My Caravan Has Rested 
JB:  Oh right. So that’s the melody to… [Singing] 
DS:  Yea. The first time I heard that, Bing Crosby was singing it on a record years and 
years ago. And my dad used to buy those tunes, and I used to play that in the 
military. When I was in the military band. We’d do a cornet solo, and then do an 
encore. And I used to use that. And when I came to New York, we were talking 
about things, and I found that… [showing sheet music] … They used to use that in 
the Staff Band. Years ago. 
JB: So, who wrote the solo for Phil. 
DS:  Lloyd Scott. His father-in-law. I think… I don’t really know why he did that. 
JB:  Yea… it’s a beautiful solo arrangement. Was this written for you or for your son? 
DS:  No… He did it for my son. He did it for Philip. I think Philip asked him to do it. Philip 
asked me what he should put on that [solo recording with the NYSB], and I made 
some suggestions. And the other one was this… [showing sheet music].  
JB:  Oh right. Only One Intention. 
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AB:  That’s nice… the Scandinavian melody is nice. 
DS:  Yes. That’s a nice tune, that is. That… that was another solo. Euphonium solo in 
another piece of music. I can hear my father playing that. [singing] 
JB:  So, is your father a euphonium player? 
DS: Yea. And, so I was going to Australia. And when, ’69 to Australia, and I said to Ray… I 
asked Ray… if he could do me a nice Sunday morning piece of music that I could play 
for Sunday morning service. And he sent that over… he sent an arrangement. And I 
used it in Australia. And I enjoyed it. Of course, it reminded me of my dad. And 
when I said to Philip, Ray has done an arrangement… I gave Philip the piano part and 
cornet part. It would be a nice thing to put on that record. So… Philip… I don’t 
remember if I had the piano part… but anyway, Philip wrote over to Ray and asked 
him if he could make an arrangement for it. I’ve got the part but must have lost the 
piano part. I must have lost it. So, he wrote over to Ray, and Ray said I can’t find the 
arrangement. So, I’ll write another one. So, he did, and that’s what’s on there. 
JB:  That’s beautiful. 
DS:  But, Only One Intention is a nice one. 
JB:  Yea, it’s great to hear those connections through your history. That’s wonderful. 
DS:  Well, I hope that’s… 
JB:  Yea, it’s a wealth of information. I’ll have to go and digest this. Wonderful. 
DS:  But as I say… it’s like Frank Sinatra says, I do it my way [laughing] 
JB:  Well, that’s what sets you apart. And just your legacy. That was my idea for this 
project. For me… I’m getting a trumpet teaching degree basically. And we have to 
come up with a project idea. And there are so many things written about trumpet 
things out there. But I feel like for me, my cornet heritage is important for me, and I 
want to put something out there. And just to find some way to highlight your career 
as a cornet soloist. And just the importance of everything you established. 
Obviously, we know of the trumpet legacy of your son, but it started before him. 
You know… with you. 
[Looking at a photo of a band] 
AB:  Which band is that? 
DS:  That’s Rosehill Band… THE Band! 
JB:  THE Band. Right… yes. 
AB:  How long were you in the Rosehill Band? 
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DS:  I went in in ’45, and it was disbanded in ’51. Now that’s quite a story. 
JB:  Yea, there was some controversy there right? 
DS:  Oh, a lot of controversy. 
JB:  Didn’t you just show up to rehearsal one day, and they had a… 
DS:  Well, what had happened from that… the thing is… it’s all connected with Heaton. 
As I say, we were doing manuscript music. We did My Treasure. Have you played 
that? 
JB: Yea. 
DS: [Singing the opening cornet solo line from My Treasure]. We had that in manuscript, 
and you mentioned sitting on the Sunday morning meeting on the platform. And 
you’ve been sitting there and have to come in on that… But any way. We’d done 
Praise in manuscript, and a lot of stuff. But I’m not… I mean… We had what they call 
Celestial Prospect now. We were doing that, and that last page is like an Arban’s 
exercise. And you mentioned… in those days, it was hand written. And it was very 
neat. But it was in three parts in the solo cornet. Now you try reading three parts in 
hand written stuff. And so, you know, you had to go through it. You couldn’t put it 
there and play. And especially one of those things. We had the music, and we were 
doing the music board. We had it and we’d rehearsed it a little bit to put through 
the music board. And then, we hadn’t had the music board. It was coming. The band 
went away for a weekend, and they chose the weekend to go away was my wedding 
anniversary… my wedding!  So, on the Saturday night and Saturday afternoon, we 
were… Gwen and I were married, and the band were at the wedding, and they 
played in the wedding. And when we came out of the corps, they had their 
instruments all out. And during the reception… they were part of the reception… 
they got on the bus and went to Cheltenham. West of London, where Terry Camsey 
came from. It was a good ride. Three hours or so. And that was that. Gwen and I 
finished the reception, and we went down on the train, ‘cause we went to the 
engagement. We down, and we walked in, and they’d started the Saturday evening 
program. And of course, my seat was empty, and had all of the junk underneath 
[laughing]. And, anyway, we went and did that. And then Sunday morning, we had a 
hotel. Gwen and I stayed in the hotel. They must have known, well they knew where 
we were. They’d arranged it. I was excused for the open-air Sunday morning, and 
we were walking down from the hotel to the morning meeting. And the band came 
up, nearly behind us on the open air, and walked behind us. And they were playing 
Never Quit the Field! [laughing] Now that was that. So, we did the Saturday night 
and Sunday evening. And on the Monday morning they went back to London, and 
we went on our honeymoon. And when they got back to London, on their desks… I 
mean most of us worked at the office at headquarters. And when they got to their 
office, on their desks was a note. As of this date the band is disbanded.  
AB:  Just like that.  Wow. 
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DS:  Now I was in the military at that time, so I didn’t have any reason to go back to 
headquarters. It was the summer time. May. That was our busy time in the military. 
And that was it. Disbanded. Now we did get together once for a dinner for the band. 
No official thing. Just Jakeway, the leader of the band, and the bandsmen. And that 
was that. The band was finished. Now the British Bandsmen was asking what 
happened to the Rosehill Band. You know, we used to be at least once a month on 
the radio…. A live broadcast. And everyone was asking, why?  Anyway, some of the 
officers couldn’t do anything about it. Jakeway couldn’t do anything about it. Some 
of the fellows wrote to the General, but they didn’t get an answer. They sent a 
registered letter, so he has to sign it. And they got quite a nasty letter back. 
JB:  So, did anyone ever give a reason? 
DS:  Nope. 
JB:  So, do you have a suspicion?  A suspected reason? 
DS:  Well yes. It was… This is the time when, as I said, Eric Ball led the band. In ’46, that 
finished… he finished. And then they had a lot of… Colonel Coles took the band for a 
little while. And he wasn’t’ a bandmaster. Then it was another old Colonel who 
shook like this… [laughing]. Now Adams was sitting on the end chair. And actually, 
Adams was leading the band just to hold it together. And so, things… They wouldn’t 
allow the Staff Band to be on the radio. The BBC wouldn’t have them. Harry 
Mortimer wouldn’t have them on the radio. And of course, that just caused a 
disturbance. So, they said the easiest thing… And they took… in the band, you had 
people… There was the Staff Band, the ISB. Then you had the Assurance Songsters, 
which were Staff Songsters. Then you had the Rosehill Band. When I first went into 
the band, we weren’t official. So, if we went on a weekend engagement, we 
couldn’t go until after work on Saturday mid-day. And you had to be back in the 
office at 8:30 on Monday morning. So, you had to take a train overnight, and that’s 
how we were. Broadcasts… we couldn’t do a broadcast in the day time. It had to be 
on a weekend when we weren’t…. But then we were recognized as a staff band, but 
they took out all the people that were in the Staff Band or Songsters. They took all 
those out. They could only be in one. They could either be in the Staff Band or the 
Rosehill or the Assurance songsters. So that took out a lot. Our office… That was the 
Assurance Society, and they worked in the office. So, all the officers had to come 
out of that. And employees. The principal trombone. He was the one who nearly 
started the Rosehill Band, but he had to come out because he was principal 
trombone in the ISB. And other things... they stopped us having new music. When 
used to go the Regent Hall in London, once a year. And we used to always have a 
new program for that concert. So Jakeway used to change one item a month… We 
used to go every month, once a month, and he used to change one item so that by 
the time we got to the Regent Hall, we had a completely new program. And we used 
to use new music, like I said My Treasure, and all that stuff. And then at the end, 
they said no new… no manuscript music. So Jakeway, the last time, he played I 
think, number 4 out of the Festival Series. All the old, old stuff. Which people hadn’t 
heard! [laughing] 
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JB:  So, it was new to them. 
DS:  That’s what he did. That’s how it was. So, there was all that friction. 
JB:  So, by disbanding Rosehill, were they hoping that would just force everyone back 
into the ISB?  Consolidate those bands? 
DS:  Right. Only two fellows went out of the Rosehill Band into the ISB. One officer, they 
appointed him to the ISB, and he refused to go. And he had to come out of the 
work. He was a bass player. A good bass player. But he refused to go. And there was 
Bill Jenkins. He was solo horn, he went into the ISB, and a bass player that went in. 
But they were the only two. They asked if I would, but I had no interest. 
JB:  Right. Well, the way they kind-of abruptly brought the Rosehill Band… I mean, why 
would you be interested. 
DS:  Right. I mean people were writing in the British Bandsmen, why has this band been 
disbanded? 
JB:  Right. Such a legendary band… Still talked about. 
DS:  Before the War, they had what they called the Assurance Band, which was a staff 
band. But then, when the war came, all these young fellows had to go into the 
military. So, there were only, when I… when they started the band, there was only 
really a handful of them. So that’s how it is. But Adams was... he was… I mean, ISB, 
that was his effort. But he was a very rigid man… Adams… But he did change. When 
Rosehill Band and the Staff Band played a program. Only once when I was in the 
band, on the same program. Clatton Congress Hall, they were sitting… they had 
their place and we had our place. And I need my mute, and I’d forgotten it. And 
before the program I’d run out the back to the band room to get the mute, and 
there’s a passage way. He was coming in as I was running out, and he said, “You’re 
here again?” [laughing]. But he had changed, I mean, when Bernie (Bernard Adams), 
he and his wife stayed with us, so it was a lot better. 
JB:  Softened up a bit. 
DS:  But, anyway, as I said, he invited me to play in the Staff Band. 
JB:  Right… Wonderful. 
DS:  This… Getting back to the other thing. Celestial Prospect. They had collected all the 
music in, but I had the solo cornet part. What I don’t understand is, I mean we had 
four solo cornets, and you would have that they’d have four parts, but I had mine… I 
knew I’d had mine. I’d seen it. But anyway, Ray Bowes comes to Star Lake one year, 
and he stayed with me, and he said, “We’ve got this new piece of Heaton’s and 
we’ve got all of the score and all the parts except the solo cornet part.”  And I said, 
“Well I know where that is”. He said, “well, where is it?”. I said, “I’ve got it 
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downstairs!” [laughing]. But I said, “I don’t know where all the other parts are?”. He 
said, “we’ve got all of them except the solo cornet part”. And of course, as I said, it 
was all handwritten. And so, I went downstairs and got it and gave it to him. He took 
it back… of course it wasn’t called Celestial Prospect at that time. But anyway, when 
Heaton’s son-in-law, I think it was, got very upset. I mean you imagine, Celestial 
Prospect, how hard it is to play now, I mean I’ve never played it… can’t remember… 
but you go back to 1950-51. I mean we didn’t have players that could play it. 
JB:  I mean, I was going to ask… How was his music received…? I mean, he was pretty 
ahead of his time. 
DS:  I mean, they didn’t pass it. You see. A lot of his stuff. There was a thing… and Easter 
thing… unbelievable. But they sent it back. And I think he separated a lot of it out. 
You had two tunes going at the same time… unbelievable stuff. And a lot of his 
music, he sent in, but they never published it because it wasn’t usable really. It was 
before its time. And his son-in-law has started after he died… he may have died by 
that time. But they wanted to know why the Army hadn’t published his stuff. But 
they had to say it was too hard for a normal band. But anyway, now this Paul 
Hindmarsh, he’s writing a book about it all. I had to send him… well that story about 
me having the music. It wasn’t because I was keeping it. It was in my work when I 
was working on… and the band finished and that was it. I didn’t think any more 
about it. But, these old Rosehill Programs… look. [Looking at programs]. I think that 
the last time, we went to the Rink. My cornet solo, because I couldn’t have anything 
new, we played Handel’s Largo. [Laughing] 
JB:  Certainly not new! 
AB:  New to somebody. 
DS:  This picture there... Look how went to Boston in England. Look how we had to sit 
there… [looking at a picture] 
JB:  Yea, you get to some of these churches that are not build for a brass band! 
AB:  Is that you soloing with the band in that picture? 
JB:  Looks like it. 
DS:  Yea, probably, yea. I don’t know who took it. And that, made a vow, that was the 
BBC underground studio in London. 
AB: Recording? 
DS:  yea… recording yea… well no, it may have been a broadcast. 
AB:  Broadcast. That’s incredible. 
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DS:  The funny thing is, I’ve got a picture, well its in a book. In that studio at the end of 
the war, all the Guards bands. You’ve got the Cold Stream, Grenadier, Irish, 
Scotchmen, Welsh and the Horse Guards and Life Guards. They did a massed band 
program in this studio. And funny thing… the picture that’s in this book. It’s a book 
from Harry Mortimer. And right in the middle row, right in the middle… Roland 
Cobb, Jimmy Williams and me. Sitting together right there! [laughing] 
JB:  That’s great! 
DS:  That was in Abby Road… Abby Road Studios that is. In those, you only used one mic 
above the conductor. 
AB:  Times have changed now where most stands have a microphone. I think this is the 
way to do it… just one mic. 
JB:  Yea, you get a sense for what the band really sounds like out in the hall. 
DS:  Now look at that…. Cheltenham. 
AB:  Is that an advertisement? 
DS:  Yea. May the 19th… my wedding day.  
JB:  No way. Look at that. 
AB:  That’s incredible. 
DS:  Yea. That’s the last weekend the band did. 
JB:  Yea, so they were at your wedding and then… 
DS:  Yea. 
AB:  And this picture is of Abby Road? 
DS:  Abby Road, yea. And the farewell dinner. 
JB:  Oh, that’s the dinner? 
DS:  Yea… Not a very good picture. Hendon YP Band. 
JB:  Oh, look at that. 
DS:  That’s before the war. That’s ’38.  
JB:  Where are you in this picture? 
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DS:  That’s Roland there, and this is Stuart. And that’s me. And that’s Roland’s cousin. 
There’s my dad. We all had uniforms… short pants. He was a good pianist. 
AB:  Where is this? 
JB:  That’s the Hendon YP Band before World War II, so you’ve got Roland Cobb, Derek 
Smith… 
AB:  Oh wow. 
JB:  Well, we’ll probably have to head out soon. I’m catching a flight out of Newark later 
this evening. 
DS:  Oh, you’re flying out tonight?  Oh, we never talked about the Horse Guards. 
JB:  Oh right. I’d like to hear about that. 
DS:  Now I only played one of those once… [showing picture of him playing a natural 
trumpet] 
JB:  Oh those… 
DS:  Trumpets. I only played them once. I couldn’t get a ticket for the band contests 
when I was in the military. And our trumpeters were playing at the opening fanfare. 
So, I went to the bandmaster… he was a good guy to me…. I never played any jazz 
stuff. Just did orchestra and cornet. I didn’t have to do trumpet work like some of 
the others. But I couldn’t get a ticket, so I said… “Colonel, is there anyway I could 
play a trumpet to get into the band contests?”  And he knew all about it, and he said 
“oh yea” he said…  all this… I played it but held it really.  
JB:  A natural trumpet… no valves? 
DS:  No valves, and they’ve got new ones now. But they were the old silver, and the 
mouthpiece was fixed in it. Were horrible things. But then that’s one of the parades. 
The Queen’s official birthday. Foot soldiers. As I said, you’ve got the Cold Streams, 
Grenadiers, Irish, Scotchmen, and Welsh. Five. And they used the front row. 13 
abreast trombones. Front row.  
JB:  And they keep that the same every year, so it would have been the same when you 
were… 
DS:  Yea, this is coming back from the troop… what they call the troop and the color. 
That’s the Queen’s official birthday. And when we take the queen… the Buckingham 
Palace is down here right. And up here, what they call the parade ground. If you see 
the 2012 Olympics… where they played the volleyball on the sand. That was on the 
Horse Guards parade ground. They put all sand down and bleachers. So, it’s a big 
place. The parade is at the Horse Guard. So, we used to come from barracks and 
wait down at the palace. And when the queen was ready, we’d head the procession 
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band, and then the troops and then the carriage where she used to ride side saddle 
years ago. But then we would march up to the Horse Guards parade ground. But 
then all all the Guards on the parade ground, and they salute the color. The color of 
the regiment. They’d salute in front of all the troops, so they’d know what they 
were looking for. An old old thing. Now, then the Queen comes back, but we’d gone 
by then. We were down by the palace, but then the foot guards, they march, and 
the Queen is in the carriages back there. A funny part… I mean… it looks pretty good 
there. But after you get 64 horses dropping their loads [laughing]. 
JB:  I suppose it’s better to be the one on the horse and not behind the horse. 
DS:  And they were big horses!  Now that was our wedding. The Rosehill… in uniform. 
JB:  Look at that. The red tunic. 
DS:  My uncle was the photographer, and he had his own business. And he colored it, 
because in those days, you didn’t have color pictures. But here’s an interesting one. 
That’s Roland… Now I went in in ’46, so this would have been ’45. Roland is in 
uniform, and I’m not. And the interesting part about it is, I’m the only cornet 
playing. And my dad is the euphonium player, and he’s the only euphonium playing. 
[laughing] So it must have been something that happened. But that’s Roland’s 
father, Fred Cobb. Steve Cobb’s grandfather. But let’s get back to what we were 
looking at. Now here’s another picture. That’s in the now…that’s recent. The two 
bands are joined, but they still wear their colors… the blue and the reds. The white 
and the plume. So, they look good. They do look good when they march. I’m looking 
for the horse one. That’s what we used to wear when I first came in. Pants and 
puppies… because they’re riding britches see…. The old-fashioned wind it out… keep 
it tight. That’s me. And this old guy, he’d been in there years and years. And we 
used to let him go offstage and play they echo stuff. He used to pull his slides out 
[laughing]. Then after a while we went into dress uniform. That’s what we used to 
play in. Then… That’s the palace. That would have been about ’47… 1947. That’s 
when we were marching up to that parade ground. 
JB:  I imagine those horses had to be really well trained. 
DS:  Oh, they are. Especially the drum horse. Two drum horses. 
JB:  Yea, to be able to maintain being… all that noise. 
DS:  There’s one other one that is better than that…. Passed it… That’s an interesting 
one. Look. George Marshal. He was injured in a mine. That’s where he lost his legs. 
JB:  Yea we had visited his graveside at some point on a band trip I was on. 
DS:  Have you seen that one? 
JB:  Yea, I think it was in one of the books. 
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DS:  The Trumpeter Sheard. He was the Founder’s Trumpeter. He was 80 and I was 8. 
And we played a duet. That was at Hendon. 
JB:  So, he played for Booth? 
DS:  Yea, Trumpeter Sheard was his name., Oh here’s the other one. See the interesting 
thing… That middle there. That’s GR6. George the 6th. That was the Queen’s father. 
So, when she became Queen, that has to be changed to ER2. See. That’s… So that 
uniform is gold wire. You don’t go out of the barracks with that. When you’re on 
duty, The Quartermaster…you take it out and take it back. And the britches, you 
painted with white stuff. That sort of buck skin thing. You paint it white, and then of 
course you’ve got your boots on top of that. And those boots, they were to come up 
to here. Right up to here. You have to ride long stirrups. But, anyway. We had to do 
a crash course on riding. 
JB:  I bet. I guess you get in on your playing ability and not your horse-riding ability. 
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Part II 
Recital Program Dates 
October 29, 2017 DMA Solo Recital with Mary Ann Wilder, Piano 
June 22, 2017  DMA Chamber Recital with Baron Fork Brass Quintet 
April 28, 2018  DMA Solo Recital with Mary Ann Wilder, Piano 
March 24, 2019  DMA Solo Recital 
September 1, 2019 DMA Lecture Recital on the Cornet Solos Written for Derek 
Smith 
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Jeffrey Barrington, Trumpet 
In a DMA Trumpet Recital 
With Mary Ann Wilder, Piano 
October 29, 2017 
Singletary Recital Hall 
7:00 PM 
Concerto for Trumpet (1956)    Charles Chaynes 
I. Allegro (1925 - 2016) 
II. Adagio
III. Allegro Giocoso
Sonata in D, G.1 (ca. 1690)      Giuseppe Torelli 
I. Andante  (1658 - 1709) 
II. Allegro
III. Adagio
IV. Allegro
Concertino for Flugel Horn (1998) William Himes 
I. Rondo Burlesca (b. 1949) 
II. Ballad
III. Tarantella
Concerto for Trumpet and Wind Ensemble (2013)     Michael Mikulka 
I. Aggressive (b. 1985) 
II. Languid, Luxurious
III. Broadly
This recital is presented in partial fulfillment of the requirements of the Doctor of Musical Arts in 
Trumpet. Jeffrey Barrington is a student of Dr. Jason Dovel. 
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Program Notes 
Charles Chaynes 
Concerto for Trumpet55 
Charles Chaynes, born in Toulouse, France, in 1925, became a prominent mid-twentieth 
century French composer. Having both parents as musicians, he became interested in music, 
and, composing, at a young age, attending the Paris Conservatory where he studied with Darius 
Milhaud, whom he credited, along with Béla Bartòk, Alban Berg, and Oliver Messiaen, as his 
main stylistic influences. He left France for a short while, from 1952-1955 to study in Rome after 
winning a composition award funding him to go. Upon his return from Rome in 1956, he began 
working for French radio, which he would continue doing in several capacities until his 
retirement in 1990. 
It was not long after his return to France that he composed his Concerto for Trumpet No. 
1. This work was for the Concours de prix at the Paris Conservatory, a long-standing solo
competition for which new pieces are commissioned each year. Chaynes’s concerto was 
selected as the required piece for both trumpet and cornet divisions in 1956, joining the ranks of 
many other fine works for trumpet by French composers such as Marcel Bitsch, Camille Saint-
Saëns and Eugène Bozza. The public premier was given in 1958 by famous French trumpet 
virtuoso, Maurice André. 
Chaynes’s Concerto for Trumpet No. 1 follows conventional large-scale concerto form, 
with three movements alternating fast-slow-fast. The first movement is marked by aggressive 
rhythmic drive and complex harmonic sororities full of chromaticism and bi-tonality. For the 
second movement, Chaynes keeps the rich chromaticism which is a harmonic theme throughout 
the work but leaves rhythmic complexity behind in what feels like a meter-less melody. 
55 Charles Chaynes, Concerto for Trumpet (Paris Aplphonse Leduc Éditions Musicales, 1956). 
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Emerging from the dense harmonic structure, the melody finally reaches its resting point on a C 
major chord to close the movement. The rhythmic energy resumes at the start of the third 
movement, which is more episodic than melodically thematic much like the previous two 
movements. While retaining the harmonic motives of the rest of the work, employing bitonality, 
this movement does follow more conventional harmonic structure. 
Giuseppe Torelli 
Sonata in D, G.156 
The Italian born baroque composer, Giuseppe Torelli (1658 – 1709) was both successful 
and well respected in his time, not only for his compositions but for his virtuosity on the violin. 
Compositionally, his biggest contribution was in advancing the instrumental concerto, playing an 
important link in the development from the concerto grosso to the solo concerto. Of all his 
concerto compositions, he is most famous for his prolific repertory of solo trumpet music 
written during his time in Bologna between 1686 and 1692.  
His Sonata in D, G.1, is a beautiful example of the common baroque form of sonata da 
chiesa, set in four movements arranged in slow-fast-slow-fast order. As is distinctive of baroque 
trumpet writing, the work is composed in the clarino style, setting the trumpet, which at that 
time had no valves, high enough in its harmonic series to allow a full scale to be played. This 
higher range created a beautiful, soaring sonority for the solo trumpet to sit on top of the 
texture of the strings and continuo.  
Of the four movements, the trumpet plays on the first, second and fourth movements. 
As was common for trumpet sonatas of this genre, the third movement, which is the second 
slow movement of the sonata da chiesa form, is set for only strings and continuo, leaving the 
56 Giuseppe Torelli, Concerto in D, G.1 (Arranged by Michel Rondeau: The Cathedral Brass, 2007). 
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trumpet tacet. Of course, as a practical consequence, this allowed the soloist a short rest before 
the final movement. However, as the tonal structure of the trumpet at that time was quite 
limited, this allowed the composer to explore a richer tonal and harmonic texture. This is an 
opportunity Torelli takes great advantage of. 
While this baroque trumpet sonata was intended for the natural trumpet, as has been 
described, it is common with modern performances, as is the case with today’s performance, to 
perform this work on the modern piccolo trumpet keyed in A. While played on a modern 
instrument with more capabilities than the original trumpet, great care must be taken to 
preserve the common performance practice for the period, staying within the boundaries of the 
time. This in now way inhibits the beauty of this music, however, as a hallmark of this style calls 
for elaborate ornamentation.  
William Himes 
Concertino for Flugel Horn and Brass Band57 
There have been only a handful of compositions in the solo repertoire written for the 
flugel horn, as it is an instrument in the trumpet family commonly associated with jazz idioms. 
However, solo works in other styles, taking advantage of the warm timbre of the instrument, are 
becoming more popular. Outside of jazz, the flugel horn is most commonly seen as part of the 
British brass band instrumentation. Therefore William Himes, whose compositions have been 
mostly for brass band, is a perfect composer to take on a serious work for this beautiful 
instrument.  
Himes, who is a native of the central United States, was raised in Michigan and spent 
most of his career in Chicago as the Territorial Music Secretary for Central Territory of The 
57 William Himes, Concertino for Flugel Horn and Brass Band (London: Studio Music Company, 1998). 
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Salvation Army. Recently retired, he spent several years as the conductor of The Salvation 
Army’s Chicago Staff Band, a brass band for which he composed extensively. His Concertino for 
Flugel Horn, although performed today with piano accompaniment, was originally conceived for 
brass band accompaniment and was commissioned by the River City Brass Band based in 
Pittsburgh, Pennsylvania. 
The work is in a traditional three movements for the concertino style which follow the 
conventional fast-slow-fast layout. The first movement, titled Rondo Burlesca is, as the title 
suggests set in a rondo form featuring a playful and mischievous melodic theme which is 
repeated throughout. The second movement, Ballad, pays tribute to the common jazz routes of 
the flugel horn and is very reminiscent of the film-noir jazz ballads popular in 1940s and 1950s 
cinema. For the final movement, Himes conjures images of Italian folk dances with his lively 
dance setting entitled Tarantella. Set in a lilting 6/8 meter, the music drives forward, increasing 
in speed and energy right to the very last note. Himes’s Concertino is a delightful showpiece for 
this not often featured instrument. 
Michael Mikulka 
Concerto for Trumpet and Wind Ensemble58 
Michael Mikulka is a young composer quickly making a name for himself among 
American wind bands. Having recently completed his DMA in Composition, Mikulka has already 
written extensively for the wind band and brass ensemble. His Concerto for Trumpet, written in 
2013, is gaining attention with American trumpet players, especially in the collegiate scene. 
Stylistically, the work sits well in a modern program, floating between classical, commercial and 
jazz styles of trumpet playing, allowing the performer to showcase a variety of musical genres.  
58 Michael Mikulka, Concerto for Trumpet and Wind Ensemble (http://www.michaelmikulka.com, 2013). 
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The first movement, marked Aggressive, is virtuosic from the start setting the stage with 
16th and 8th note lines with drive to a climactic commercial-style shake on an E-flat6. Following 
this energetic opening statement, Mikulka introduces his main theme which is a lyrical melody 
set above an ever-driving accompaniment. He continues to develop this theme throughout the 
movement, switching between the virtuosic style of the opening and the lyrical music of his 
main theme culminating in a fitting energetic conclusion. The second movement presented in a 
slow jazz style is directed by Mikulka to be languid and luxurious. While the solo part is written 
out to an exacting degree, the overall feeling is that of a jazz soloist improvising freely with the 
accompaniment. The music allows for great deal of expression on the part of the soloist.  
The final movement brings back the rhythmic energy of the first movement. While 
introducing new melodic material, Mikulka brings back the first theme from the first movement 
tying the entire piece together in a satisfying manner. This concerto is a wonderful showpiece of 
popular trumpet styles allowing for a great deal of virtuosity and sensitivity will be sure to make 
this a popular piece for trumpet soloists and audiences alike. 
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Jeffrey Barrington, Trumpet 
In a DMA Chamber Recital 
with Baron Fork Brass Quintet 
Dr. Ryan Sharp, Trumpet 
Helen Tyler, Horn 
Dr. Lee Harrelson, Euphonium/Trombone 
Dr. Brian Dobbins, Tuba 
June 22, 2017 
Cherokee Conference Center 
Camp Heart O’ Hills 
8:00 PM 
Scherzo (1966)  John Cheetham 
(b.1939) 
Four Sketches for Brass Quintet (1990)    Anthony Plog 
I. Allegro (b. 1947) 
Quintet No. 3, Op. 7 (ca. 1912)    Victor Ewald 
I. Allegro Moderato (1860 - 1935) 
II. Moderato
III. Andante
IV. Vivo
Killer Tango (1984)    Sonny Kompanek 
(b. 1943) 
West Side Story (1957)     Leonard Bernstein (arr. Jack Gale) 
1. Prologue  (1918 - 1990) 
3. Maria
5. America
8. Somewhere
Escape (2007)    Kevin McKee 
(b. 1980) 
This recital is presented in partial fulfillment of the requirements of the Doctor of Musical Arts in 
Trumpet Performance. Jeffrey Barrington is a student of Dr. Jason Dovel. 
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Program Notes 
John Cheetham 
Scherzo59  
John Cheetham’s Scherzo has become a standard work in the brass quintet repertoire 
since its composition in 1963. Cheetham, a native of New Mexico, is the Professor Emeritus of 
Music Theory and Composition at the University of Missouri-Columbia, where he served as a 
faculty member from 1969 – 2000.  While he has composed works for various ensembles, both 
instrumental and choral, much of his output, as he himself is a brass specialist as a euphonium 
and trombone player, has been for brass chamber ensembles. 
The Scherzo is a light and joyful piece which evokes a distinctly American style 
commonly associated with landscapes of the American west, a common theme of Cheetham’s 
music. Sticking closely with the standard definition of a scherzo, Cheetham’s work is structured 
in a classic rounded binary form, or ABA. In Western classical music the scherzo was often found 
as a movement of a larger multi-movement work as in a symphony, however could also be used 
as a stand-alone work, as is the case with Cheetham’s Scherzo. Another trademark of 
Cheetham’s music is using simple, singable melodies with supporting rhythmic structure, and 
this piece is certainly a prime example of that goal. 
Anthony Plog 
Four Sketches60 
Anthony Plog, born in Glendale, California, in 1947, has enjoyed a successful career as a 
multifaceted musician, creating music that continually pushes the boundaries. While known 
throughout the world as a composer, he is also a renowned performer on the trumpet and a 
59 John Cheetham, Scherzo (Avant Music, 1966). 
60 Anthony Plog, Four Sketches for Brass Quintet (Switzerland: Editions Bim, 1990). 
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sought-after educator having taught at many prestigious universities, most recently at the 
Musikhochschule in Freiburg, Germany as Professor of Music. The majority of his earlier 
compositions have been for brass, a repertoire to which he has contributed extensively, 
however he has now written for many different genres including opera, oratorio, and a cantata. 
Originally commissioned by Mel Jernigan and the St. Louis Brass Quintet, Four Sketches 
was premiered in 1988 and after undergoing many changes, published in its current form in 
1990.  Set in four movements, or “sketches” as the title suggests, the work explores the 
technical boundaries of each instrument of the ensemble and the rich harmonic and, in 
particular, dissonant capabilities of the brass quintet. Much of the piece, except for the Andante 
third movement, is rhythmically driven, with a strong energetic pulse.  
Victor Ewald  
Quintet No. 3, Op. 761 
Chamber music has often been referred to as “the music of friends” due to the intimate 
nature of a small number of musicians often performing in small venues or even homes. This is 
the perfect way to describe the chamber music of the Russian composer Victor Ewald. As a 
composer, he is not particularly well known except to brass musicians who are aware of his four 
brass quintets. In fact, his profession was not music, but civil engineering. However, this is a trait 
which he shared with his friends and musical comrades Alexander Borodin, Miley Balakirev, 
César Cui, Modest Mussorgsky and Nicolas Rimsky-Korsakov, known collectively as the “Mighty 
Handful” and who also all had day jobs that were not musical. Ewald’s profession has little to do 
with his musical talent, however, as he was well trained having entered the St. Petersburg 
Conservatory in 1872 at the age of 12 to study piano, cornet, horn, cello and composition. In 
61 Victor Ewald, Quintet No. 3, Op. 7 (Boston: Sto-Art Publishing Co., Inc., 1978). 
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addition, he is also known to have been an accomplished tuba player. 
It was thought, for many years, that Ewald had only written one brass quintet which was 
published during his lifetime. However, thanks to the research of trombonist and musicologist 
Andre M. Smith, three others were discovered in Rumania and given to the American Brass 
Quintet to perform in 1975, which they did in a series of concerts at the Carnegie Recital Hall. 
While Ewald’s Brass Quintet No. 3, Op. 7, is listed as number three, it is actually believed to be 
the last he composed in 1912. It is interesting that he chose this ensemble configuration to write 
for, as this was well before the modern brass quintet instrumentation was popular. It has been 
suggested that, as he was an active participant in the St. Petersburg chamber music scene, that 
this music would have been interchangeable with different instrumentation as was available. 
However, it is clear that he scored his brass quintets for all conical brass instruments: 2 cornets, 
alto horn, baritone (euphonium) and tuba. 
His Quintet No. 3 is a substantial work for brass quintet, consisting of four movements 
which are firmly rooted in the Romantic style and clearly influenced by the string quartets of the 
day, a medium Ewald was certainly well versed in as a cellist. Each of the movements are clearly 
melodically driven with each of the instrument seamlessly handing off the melodic material, 
much like a string quartet. This work, along with his other chamber music for brass quintets 
have become a staple of the repertoire. 
Sonny Kompanek 
Killer Tango62 
Sonny Kompanek is perhaps best known for his music for feature films, of which he has 
composed more than 70 including The Big Lebowski. He has served on the faculty of several 
62 Sonny Kompanek, Killer Tango (Toronto: Canadian Brass Publications, Inc., 1984). 
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universities including The Eastman School, New York University, Mannes/New School, and 
Brooklyn College where he has taught theory and film scoring, a subject on which he has 
authored a highly regarded book, From Score to Screen. In addition, he has been commissioned 
to write for number of different performers, including the Canadian Brass, for whom Killer 
Tango was composed. 
As the title suggests, this entertaining piece is set in a tango style, with strong rhythmic 
pulse provided by the tuba throughout. The mellow opening theme is shared by the horn and 
trombone at the start before being passed to the trumpets. This builds to an energetic climax 
before returning to the original theme in the same relaxed style. Killer Tango has become a 
popular program piece for quintets as it is well crafted and accessible to any audience. 
Leonard Bernstein (arr. Jack Gale) 
West Side Story 63       
Since its opening production on Broadway in 1957, Leonard Bernstein’s music to West 
Side Story has become iconic in American culture with songs such as America, Maria, and 
Tonight which have been weeded into the fabric of popular culture. At the outset, however, 
audiences and critics were a bit skeptical, not knowing how best to categorize this genre 
blurring masterpiece. Inspired by Shakespeare’s classic Romeo and Juliet, the show is set on the 
west side of Manhattan where two opposing street gangs are battling for turf, in the midst of 
which two lovers, each from a different side of the struggle, find each other. Bernstein arranged 
an orchestral suite of several of the musical selections from the show which were released in 
1961, 4 years after the original production. Bernstein’s score still stands as an important work of 
American music. 
63 Leonard Bernstein, arranged by Jack Gale, West Side Story (Leonard Bernstein Music Publishing Co., 
2018). 
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The trombonist, Jack Gale, has written a great deal of repertoire for brass quintet and 
skillfully arranged this suite from West Side Story to suit the ensemble perfectly. This 
arrangement was originally done for and popularized by the Boston based Empire Brass Quintet. 
For his brass quintet suite, not to be confused with Bernstein’s orchestra suite, Gale chose to 
include: Prologue, Something’s Comin’, Maria, Tonight, America, One Hand, One Heart, I Feel 
Pretty, and Somewhere. These selections aptly demonstrate the full stylistic range of Bernstein’s 
music, from the complexity of his Latin rhythmic drive of America to the lush melodies of Maria 
and Tonight. 
Kevin McKee 
Escape64 
Kevin McKee is a young American composer, relatively new to the field. Having spent 
much of his earlier career as an accomplished trumpet player, studying with Chris Gekker at the 
University of Maryland, he came to the idea of composition a bit later than others in his 
profession.  Feeling a disconnect with much of the modern music written, he felt he did not 
posses the skill set to be a composer. However, upon accepting an opportunity to attend the 
Music Masters Course in Kazusa, Japan in 2006, he worked with Anthony DiLorenzo, a faculty 
member there and fellow trumpeter who was also a composer. It was this relationship which 
inspired McKee to try composing, and after he returned from this course, set out to write a 
brass quintet as he was member of the University of Maryland Brass Quintet. This initial piece 
turned out to be his very popular Escape. 
McKee’s goal for this first work of his was to write something which was equally fun to 
listen to and play, and this is a goal which was certainly achieved. Cinematic in its feel, the music 
64 Kevin McKee, Escape (Balquhidder Music, 2007). 
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gives the listener the image of a chase and ensuing escape.
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Jeffrey Barrington, Trumpet 
In a DMA Trumpet Recital 
with Mary Ann Wilder, Piano 
April 28,2018 
Singletary Center Recital Hall 
5:00 PM 
Concerto for Trumpet and Piano (1950)     Alexander Arutiunian 
(1920 - 2012) 
Trumpet Concerto in E Major (1803)     Johann Hummel 
I. Allegro con Spirito  (1778 - 1837) 
II. Andante
III. Rondo
Sonata for Trumpet and Piano (1956)     Kent Kennan 
I. With Strength and Vigor (1913 - 2003) 
II. Rather Slowly and with Freedom
III. Moderately Fast, with Energy
Concerto for Trumpet (1939)   Harry James 
(1916 - 1983) 
This recital is presented in partial fulfillment of the requirements of the Doctor of Musical Arts 
degree in Trumpet Performance. Jeffrey Barrington is a student of Dr. Jason Dovel. 
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Program Notes 
Alexander Arutiunian 
Concerto for Trumpet and Piano (1950)65 
Born in 1920, Alexander Arutiunian was an Armenian composer, pianist and music 
professor at the Yerevan State Conservatory where he also studied. As a composer, he won 
several major Soviet prizes recognizing his compositional skill, however it is his wildly popular 
Concerto for Trumpet for which is widely know. According to Arutiunian, the work was originally 
inspired by and intended for the then principal trumpet of the Armenian Philharmonic 
Orchestra, Zsolak Varrasarian. However, it was first performed and recorded by Timorese 
Dokschitzer as Varrasarian was unfortunately killed serving in the 2nd World Was.  
As a concerto, this work is less conventional in that it is presented in one singular 
movement as the composer wished to avoid the typical 3 movement form. There are, however 7 
distinct sections: Andante, Allegro energico, Meno mosso, Tempo I, Meno mosso, Tempo I, 
Cadenza and Coda. It is important to note that the cadenza traditionally performed is not 
original to the work or to the composer. The cadenza was later added by the trumpet soloist of 
the Bolshoy Theater, Timothy Dokshizer with the full blessing of the composer.  
This work has gained wide appeal to many audiences because of its lush harmonic 
structure, rhythmic energy and haunting modal melodies clearly indicative of   Artutiunian’s 
Armenian heritage. With these qualities presented in one continuous movement, it is easy for 
the listener to conjure up vivid images and even a story. However, when asked about the the 
story being told in this work, Arutiunian had this to say. “This is a purely concert piece, specific, 
intended for all kinds of audiences, and does not tell a story of our people (or tells that only to 
65 Alexander Arutiunian, Concerto for Trumpet and Piano (New York: International Music Company, 1967). 
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the extent to which I am a representative of the Armenian people). Its aim is for all the listeners 
to perceive it on their own.” 
Johann Hummel  
Trumpet Concerto in E Major (1803)66 
Johann Nepomuk Hummel (1778 - 1837) was situated in an extremely interesting time 
of transition within the history of Western music, and as a musician in Vienna finds himself right 
at the heart of this activity. A contemporary of Beethoven and student, most notably of Haydn 
and Mozart (his biggest influence with whom he lived for two years between the ages of 8 and 
10). Although an extremely successful composer, bringing Viennese Classicism to full maturity, 
he became overshadowed in history by the “passionate Romanticism” of his colleague and rival 
Beethoven. His trumpet concerto, while he himself considered it a minor work, survives as his 
most known composition today, although itself forgotten for nearly 150 years.  
Written in 1803 originally in the key of E major (although commonly performed today in 
E-flat Major) for the still new largely experimental keyed trumpet and its best-known virtuoso
Anton Weidinger, the work comes 7 years after another famous concerto written by his teacher 
Haydn for the same instrument and performer. Weidinger first performed Hummel’s concerto 
as dinner music (Tafelmusik) on New Year’s Day in 1804 for the Imperial Court in Vienna. 
Compositionally, the concerto follows typical Viennese classical form, although certainly hints of 
Romanticism. As has been mentioned, the work lay almost forgotten until a student at Yale 
University, Merrill Debsky, found a manuscript in the British Museum in 1958. The work has 
seen many editions both in the original key of E major and in the more common key of E-flat, as 
presented in this recital.  
66 Johann Hummel, Trumpet Concerto in E Major (Wiesbaden: Breitkopf & Härtel, and München: G. Hence 
Verlag, 2009). 
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While a work which has often suffered from 20th century virtuosic interpretations, more 
recent scholarship and interest in authentic performance practice, especially aided by study of 
Hummel’s treatise Ausführliche theoretisch-practische Anweisung zum Piano-forte Spiel 
(Complete Theoretical and Practical Course of Instructions on the Art of Playing the Piano), has 
given way to interpretation closer the composer’s intention. Although his treatise was published 
in 1828 (25 years after his Trumpet Concerto) and for the piano, it has yielded invaluable 
information on how to approach stylistic elements, especially ornamentation. 
Kent Kennan 
Sonata for Trumpet and Piano (1956)67 
Kent Kennan’s Sonata for Trumpet and Piano could be said to be as quintessentially 
American as Arutiunian’s concerto is distinctly Armenian. Culturally speaking, the post-war 
1950’s is a decade full of hope and optimism in America following what was widely hailed as not 
only a military, but a moral victory. This confident idealism is certainly reflected in the music of 
the time and can especially be heard in the often-heroic musical lines which are characteristic in 
the compositions for trumpet during the decade. There were several trumpet sonatas written 
around the same time largely due to a survey by the National Association of Schools of Music 
(NASM) which found a lack of representative works for wind instruments, and especially brass, 
equal to the wealth and quality of literature for other instruments. As a result, there were 
several commissions to remedy the gap.  
Of these new works, Kennan’s sonata has certainly emerged as a staple of trumpet solo 
literature. One need only listen to the opening theme of the first movement this sonata, aptly 
named labeled With Strength and Vigor, to hear this American heroic optimism displayed so 
effectively. As a performing note, while originally composed in 1956, Kennan returned to revise 
67 Kent Kennan, Sonata for Trumpet and Piano (New York: Warner Bros. Publication Inc., 1956). 
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this work in 1986, altering some rethink passages and changing the time signatures to more 
accurately reflect the rhythmic pulses. The largest difference musically occurs at the end of the 
1st movement. In the 1986 revision, he chose to remove several bars, perhaps to make it easier. 
For this performance, I will be playing the original 1956 version. 
Harry James 
Concerto for Trumpet (1939)68 
Harry James was a prominent American jazz trumpet soloist and band leader known 
almost as much for his showmanship and stage presence as his fine trumpet playing. His 
Concerto for Trumpet, although not truly a concerto at all, was first recorded in 1939 and 
released on an album by the same name on the Naxos label in 1941. This fun showpiece 
combines jazz styles with flight-of-the-bumblebee-esque passages and even a quote from Jules 
Levy’s famous cornet solo “Grand Russian Fantasia.” 
68 Harry James, Concerto for Trumpet (New York: Paramount Music Corporation, 1940). 
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Jeffrey Barrington, Trumpet 
In a DMA Trumpet Recital 
March 24, 2019 
Singletary Recital Hall 
4:00 PM 
Cascades for Unaccompanied Trumpet (1981)   Allen Vizzutti 
(b. 1952) 
Cantus for Trumpet and Electronics (2008)    Eric Nathan 
(b. 1983) 
Eight Profiles for Solo Trumpet (1980)    Fisher Tull 
Profile I. (1934 - 1994) 
1. Slowly, with Expression
2. Very Fast
Profile V. 
1. Slowly
2. Fast
Profile VIII. 
1. Slowly and with Freedom
2. Moderately Fast and Rhythmic
Night Sun Journey for Trumpet and Synthesizer (1996)   Meg Bowles 
(b. 1957) 
La Mort de L’aigle for Solo Trumpet in C (1993)  Michael Blake Watkins 
(b. 1948) 
This recital is presented in partial fulfillment of the requirements of the Doctor of Musical Arts in 
Trumpet Performance. Jeffrey Barrington is a student of Dr. Jason Dovel. 
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Program Notes 
Allen Vizzutti 
Cascades69 
Allen Vizzutti, a well-known American trumpet soloist, clinician and composer, wrote 
this short but energetic unaccompanied trumpet work for the International Trumpet Guild in 
1981. The piece opens with a short five-note motive in eighth notes, which is repeated as an 
ostinato. While this motive is altered, the driving eighth note rhythm becomes the defining 
feature of the A section. Soon, the B section emerges featuring florid sixteenth note passages 
based on the B-flat pentatonic scale. After a brief reappearing of the A section, Vizzutti 
introduces a short cantabile C section highlighted by large interval leaps but centering around a 
pedal point on low B-flat. This is followed by a compact return of the B section before 
concluding with a kinetic re-emerging A section driving to a fitting conclusion and rounding out a 
satisfying ABCBA form. 
Eric Nathan 
Cantus70 
The title of this work, based on its Latin definition, might suggest the listener to expect a 
simple song, tune or melody. However, this expectation is quickly dispelled upon hearing the 
emerging electroacoustic accompaniment and the opening pulsating trumpet line achieved 
using a stemmed Harmon mute. In fact, as the music unfolds, the solo line would be better 
associated with the early Medieval use of the term cantus as a single piece of chant. Of course, 
with the atmospheric accompaniment, this is even more closely related to the polyphonic music 
of the late Medieval period to which voices were added to the original cantus firmus.  
69 Allen Vizzutti, Cascades (Switzerland: The Brass Press/Editions Bim, 1981). 
70 Eric Nathan, Cantus (QPress, 2010). 
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The work is in three main sections, the first being in a free, haunting, meditative style. 
Nathan uses a unique extended technique having the 2nd valve slide removed from the trumpet 
and using a Harmon mute played into a microphone blending sound with the synthesized 
electroacoustic accompaniment. However, with the 2nd valve slide removed, and notes using 
that valve will sound strictly into the hall and not through the mute creating a jarring effect for 
the listener. The second section is more aggressive and rhythmic in nature and is marked by wild 
improvised lines expressing an unfettered emotional release before returning once again to a 
meditative feel for the third section. This final section is much more song-like in nature and 
features echoed patterns in the accompaniment before finally fading out. 
Eric Nathan, who currently serves on the music faculty of Brown University, is an 
emerging star in the composition world, having received commissions from many prestigious 
ensembles, including the Boston Symphony and the New York Philharmonic. This piece was 
commissioned for and recorded by John Adler and premiered by Eric Nathan at Indiana 
University on April 27, 2008. 
Fisher Tull 
Eight Profiles71   
Tull’s Eight Profiles are a collection of short pieces for unaccompanied trumpet. As a 
native of Texas and a graduate of North Texas State University, Tull dedicated each profile to 
one of his fellow trumpet students from his time in college in the early 1950s, each of whom 
studied with John J. Haynie. According to the composer, “much of the thematic material was 
drawn from the composer’s prior works for a variety of media. Each piece consists of two 
sections contrasting the lyrical and virtuosic aspects of trumpet performance. Within the 
71 Fisher Tull, Eight Profiles for Solo Trumpet (Milwaukee: Boosey and Hawkes, 1980). 
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collection, a variety of compositional styles and technical challenges are presented.”  This 
collection is not necessarily designed to be performed in its entirety, so in keeping with this 
understanding, this performance will only feature profiles I, V, and VIII. 
Meg Bowles 
Night Sun Journey72 
This work for trumpet and synthesizer was commissioned by David Bilger, principal 
trumpet of the Philadelphia Orchestra, for a performance at the 1996 International Brassfest 
and marks Bowles’ first entrance into composing music with electroacoustic accompaniment. 
This beautiful ambient music is programmatic in nature. In an interview with Meg Bowles and 
David Bilger for the February 1997 edition of the International Trumpet Guild Journal, Bowles 
describes it this way: “First, I wanted to tell a story. For me music and image often go hand-in-
hand. And space music can really pull one into the mythical realms, where the rules of ‘ordinary 
reality’ don’t apply. In this case the somewhat paradoxical image that came to me was that of a 
sun’s transit across the night sky of some mysterious distant planet. The music describes this 
‘journey’.”  To accentuate this space journey, Bilger’s first performance was given in complete 
darkness except for a stand light. 
Michael Blake Watkins 
La Mort de L’aigle73       
Translated into English, the title of this piece is The Death of the Eagle. Watkins, an 
English composer wrote this epic work for unaccompanied trumpet for Hakan Hardenberger 
which was recorded on his album Emotion released in 1996. This work is considered part of the 
extreme repertoire for trumpet, as it explores the physical limits of the instrument in order to 
72 Meg Bowles, Night Sun Journey (New Fairfield, CT: Kumatone Records, 1996). 
73 Michael Blake Watkins, La Mort de L’aigle (Cwmystwtyth/Hillingdon: Michael Blake Watkins, 1993). 
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fully portray the image of the final flight of a majestic eagle. This piece was inspired by the poem 
of the same name published in 1893 by the poet, Jose-Maria de Heredia. Included below is a full 
English translation: 
Although beyond the eternal snows, aspires 
The vast-winged eagle still to loftier air, 
That nearer to the sun in blue more clear 
He may renew his eyeball's splendid ires. 
He rises. Sparks in torrents he inspires. 
Still up, in proud, calm flight, he glories where 
The storm breeds lightning in its inmost lair; 
Whereat his wings are smit by their fierce fires. 
With scream, in waterspout borne whirlingly, 
Shriveled, sublimely tasting flame's last kiss, 
He plunges to the fulgurant abyss. 
Happy he who, for Fame or Liberty, 
In strength's full pride and dream's enrapturing bliss 
Dies such undaunted, dazzling death as this. 
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Jeffrey Barrington 
In a DMA Lecture Recital 
“The Cornet Solos Written for Derek Smith” 
September 1, 2019 
The Niles Gallery 
4:00 PM 
I. Introduction
II. Brass Bands and Their Structure Within The Salvation Army
III. Derek Smith: A Biography
IV. Cornet Solos Commissioned for and Performed by Derek Smith
V. A Solo Recording Project
VI. Conclusions
This recital is presented in partial fulfillment of the requirements of the Doctor of Musical Arts in 
Trumpet. Jeffrey Barrington is a student of Dr. Jason Dovel. 
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